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A study of dance and rc\hg,mn reveals the fundamental
nature ofhumamty that is, our continual search fur bedu
truth, and goodne&s “Throughout time and through vari-
ous cultures, we have suught perfection 1n life and happi-
ness after death through' dance and religion This collec-

. fion ofiessays continues that search. Hopefully, this volume

will link the past with the’ present and enable us to under-

j stand life’s simplicity in the midst of muJu cultuml com-
plexity. o

The first section.of this volume provides an vverview of
the history of dance and religion Chadwick provides a
historical renew up to the Middle Ages and describes
dance as a caml)st for religion” during this era. Brooks

. discusses dance and the Catholic Church during the Mid-
' dle Ages and contends that although the Church con-
demned dance officially, it actually’ contributed to the
growth of dance in medieval Europe after the tenth cen-
tury Schmitz’s article describes the gradual acceptance of
dance, particularly sacréd dance, up to the present time
when “we have come almost full circle in the use of dance
ag a means of religious expression.” Smith looks at dance
among the Plains Indians of America where much of their
culture, enriched and gnlivened by dance, has vanished.

The second section of thi$ work, “Dange and ©rganized
Religions,” includes several authors who examine therole
+ of dance in selected rehgrous denominations. Fallun’s
article presents a parallel overview of religion and dance
in America and argues that our failure to explore and
develop the role of dance in agsthétic ‘education has left
society ignorant of our capacity for human experience
Arrington proudly proclaims that the Mormon Church is
the “dancingest denomination” which seeks “to develop
in the secular as well as tl‘;e spiritual realni” Thomas
_presents 2, historical overview of Southern BﬂpllS[S views
“oh dance and suggeststhat a more moderate view is
evblvmg Catrull pecounts the _significance of jewish
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dance in religiods observances and Ingber offers brief
commentary on reviving biblical festivals 1n Israel Fr.

* Couppinger relates several experiences with sacredrdance

d feels “anew and gru‘inng awareness in the Church of
the need and ability to pray notonly with the hips, but with
one's whole bemg Ruck concludes the sectipn by buldly
asking ‘rehgx us people to explain' dance theologically.

The third section discusses the use of dance as spmtual '
expression and as prayer. Herrera and Mutphy describe
dance as.a Spintual experience with elements of move-
ment, form, ritythm, and medning. Pruett discusses Dun-
can’y aesthetic for the use of dance in religilon where man's
concept of beauty grew from‘his understanding of the -
human body. De Sula declares that “dance draws its
strength from the living flow of the unfverse.” Wheeler
humorously examines his return Yo organized rehigion
through a physically toned and tuned body. Adams and
Rock examine the modern danceform as prophetic which
reveals some of the truths about ourselves. y

The fourth section, the most pracucal for those who
would dance in Jholy places 1s concerned with a vanety of
problems with this présentation. Wolbers questions
whether “to dance or not to dance™ and feels that by )
dancing we are préving our humanness. Beach describes:
her early initiation into dancing in churches but states
“dance can effect 1in the heart and mind some new vision,a
visioh of moment, a vision that tdrns us around.” Cochran
states that as the dancer’s training goes on, the dancer
becomes aware ofthe perfection uf God's creaupn. Derter-
ing argues that out of this new technique and awareness of
purpuse, new forms of dance should evolve to better serve
the purposes of sacred dance. Fergusun explains the need

" of sacred dancers to ha\q adquate training tu support therr

desire for & expression in movement, Finally Shuker ex-
plains in great detail the most pracucal and appropriate
ways to use dance withut a Catholic Lnurgy
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sidered among the most powerfubof cultural forces.

‘ ! From a historical perspective, rehgion must be con-

_—

P

Every group of people has developed a system of
religion These religions were ndt always sophl ticated but
were*powerful and suited to each group’s kriowledge of*
itself and its world. Throughout the evolution of these
rehglons,\from the earliest, and unrecorded;immemonal
begmmngs of.the human race, the religious dance has
vividly portrayed-the manner in which pegple have per-
ceved and-sought to deal with the mystical and super-
natural aspects of their world. -

Tt has been postulated that dahce and rﬁhglon evolvedas
one entity;! recorded-jnslory leaves no ddubt that the two
were united for thousands of years. During this time, the
religious dance served many purposes and- took many
forms. Among thie most fasmnaung and potent of these is-

the dance that induces the-extreme’ ecstatic state for the a

performer. Ecstasy may be defined as an “abnormal state
of Consciousness in which the reaction of the mind to
external stimuli is either mhxlﬁned or altered in charac-
ter.”? In the mofe restricted sense it is ‘almosy equivalent to
a trance, but any self- mduced §3xc1teMt may 'be referred
to asa kind of ecstasy.

In all cultures throughout history, human beings have
demonstrated an innate tendency to pursue some means
of exaltmg the consciousness above the mundane level of
daxly existence and experience. The methods used to pro-
ducethis state of mental rapture are numerous. The drink-*
mg of Kava by the Polynesians, the inhalation of tobacco
smoke by the North American Indians, the use of hashlsh
by millions of Asiatics and Africans, the1 use of opium by the
Chinese, and the spiraling use of narcotics and hallucino-
gens in modern cultures, are some of the means used to
alter the state of consciousness and to produce pleasura-
ble sensations. Other methods include fasting, flagellation,
hypnotl.Sm and dancing. The latter is considered by many®
;10 beone of the most pervasiveof all. Crawley‘expressed
' this view as follows: ‘

The powerfiél neuro-miscular and engoti
ence, leading to autointox'ication is the

cerebml excitement, vertigo, and vario
Cresultsd " ¢

.- ... Dancé"
an Agent of E/asmszs

. 1da f’.-Chadv\_rick

t
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When ecstasy 15 associated with religion, the state of
+ dissociation is explained by ‘lassummg that the soul has
~established communication with spiritual beings The soul
goes out of the budy to the land uf the spirits ur the spirit
takes possession of the doul. This was the kiteral and primi-
tive meaning of the Greek ekstasis. :
L -
In eksta&s the ®ul is liberated frbm tbe crampmg
pmson of the body, it communes with the god and
develops powers of which, in the ordinary life of,
everyday, thwarted by the body, it knew nothing'
Bemg now a spirit holding communion with the
spirits it is able’to free jtself from Time and see what
only the spmlua@e bebolds —ithings separated from
it in'tihe and space.? -

»

In every part of the world there are people who regard
this ecstatic exaltation as the only true religious act that
‘renders one capable of communicating with the’ Spirits.
.These people base their religious performances princi-
pally upon those means that have proved most capable of
inducing this ecstagy. Thé means most commonly adopted
by such people is a “violently excited dance.”> Sometimes
great groups ¢ of people attain this state of religious exalta-
tion. The cult of Dionysos, through the “virtiginous whirl
of the dance” became possessed byithe god‘*\f\hée der-

-

vishes of the Orient whirled around intheir violent ances

until stages of excitemeht and exalfation were attain

The Shakers of New England danced themselves mto\

trances; God was said to speak through their mouths. The
most fascinating of ll were the dance manias which broke

out in Europe, especially during the Black Death of the )

fourteenth century. The people were driven by an uncon-
trollahle impulse to dance, and bystanders were irresisti-
* bly drawn intotheir midst. As the malady spread by contag-
ion, great numbefs of dancers made their way to various

" churches where they performed before special saints.
The impuylse to unite with a god through ebshasis and
therefore througo the dance has a long and involved his-

tory. It is as complicated as man’s religious expersences,
from the animisr and dynamism of primitve peuple o
“the gods of Egypt, Greece, and Rome, and fmally to the -

- ¢
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Primitive Peoples. ) )
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.

Even though cave drawmgs and other artifacts have

. enhghtened our understanding of early man, a great deal,

* cofthe knowledge that we have regarding hs way of hte 15

dernved from studlu()fexlsung primitnistic cultures The .

studies indicate that hus”™ rellgl()n hasbeen explained n
_terms of aimusm and dynanusm. tnderlying both these
L:;e(hglona ts the behief "that conscious volition 1s the ulu-
fte source of ail Force.™ It 1s through the ecstasy of the
dance that primutive people nvoke the supernatural to act
according to their will,

Accounts of primiuve people’s ecstatic dgncing comes
from all over the globe and is so pervading that a compléte
adcount 15 impossible In the following summary an at-
tempt has been, made to relate the purposes and-charac”
teristics of sucH dances anY to provide insight into the
states of consciousness of those who attain the (é:rﬁ?ne

v eostatic state In describing the role of dance in prinutivis-
uc cultures, Sachs provided the following view
. The dance becomes a sacrificial rite, a Ebamz, a
prayér.and a prophenc vision It sconmons and ds-
* pels the forces of nature, beals the sick, links the dead
to the chain of thewr descendants. it assures suste-
nance, luck i the chase, victory m battle, it blesses the
Jfields and the tribe It 15 creator, presertor, steward
and guardian ® .

. For whatever purpose thé dance is performed, the
dance which produces the extreme ecstatic state is gener-

** ally described a5 being out of harmony. with the body *
Numerous accounts refer to the movements as frenznedi
hysterical, spasmodic, and uncontrolled. They are charac-
terized by extravagant gestures, grimaces, and are ex-
tremel); vigorous. They require the sustainthent of
exhausting effort and are continued until the desired ecs-
tatic effect is attained Brown's account of the war dance of

the Maoris captures.the essence of'many of the dances.

; ..

The Maors often turned therwr faces into close imuta.

® . nonof their demon-like carved images But the thrust

out tongue, the wild rol[mg eyes standing out of the

' bead, the fierce é,rzmaces and the quuwering bands

and fingers, with the accomparument of deep drawn

cries and the stamp of the foot, bad all the advantages

of liv mg movement to add to the terrify ng effect. It is

difficult io efface the deep impression that its massie

‘ energy and furious, almost epileptic passion makes

on the mind when produced by- hundreds. It- sur-

passed in fury anything that Kava or any other drug

or femzented liquor could have gwen to tbe bar-
montous movements of a mass of warriors !

Dancers who awtain the ecstatic state transcend the
human and the physical Spirits possess them and render
them capable of feats unknown to ordinary people. They
locate sorcerers,'" receive instructions fgpm the spirits

concerning sacrifices and observances of ‘the tribe,'2 13
l/eal the sick, -1%18. l"and proputiate the spinitsof the dedd,
of hiing, femhq and vegetation. ! Wio .
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The ecstatic state is oftgn accomp.anied by a loss of
sensory perception and extreme modifications of behis -
ior Selfmutilation without evidence of physicdl pam 1s not
,uncommon 1222823325 Orher bCh‘l\ 1ors include the drink-,
ingsof blood# caung foreigh matter,?’#* evidehce of yver-
tgo and nausea,® exposure of the sex organs*3! and
apparent toss of volitional consciousness 324331

Lruickshank provided the following obseivation: of a
novice Fetishman of the Gold Toast of Africa who had
attained the ecstauc state through dance’, :

N
They extite themselves by this eXercise into a perfect

. frenzy, untd the Fetish takes possession of them, when
they lose all accountability, and toss themselyes
ubout wildly, trembling all oter, and staggering like
a dmnleen mgan In frightful convulsions, with eyes
rofling, mouth Joaming and every indication of
total unconsciousness of all around tbem they per-
JSectly confirm that they are no longer se, possexsed
but are under the influence of the Fetish, who guudes
them whithersoever he will %

Dances which produce sinular results have been observed
10 primitisistic cultures all over the world As evidenced by
their widespread popularity and their longevity, they must
be considered among the most powerful and indispens-
able elements of the religious experience. :
Ancient Egypt : - .
Oesterly is of the opinion that the ecstauc dance was
unknowntothe ancient Egyptians since 1t 1s not evidenced
on the inscriptions or 1n Egyptian texts.? Yet a brief rivnew
-of the religious life of these peopl would ipdicate that
they indeed did know of the ecstatic dance and performcd
It on certain occasions
The Egy, ptologlst makes no dttempt to account for all the
peculiarities of the Egyptian rehigion in one classification
and usually discusses the facets.of animism, an-
thr&pomorphlsm, and polytheism. Among the greatest
Egyptian deities were those @nlfested by natutal
phenomena. The sky was the goddess Nut whose arched
back was the support; the earth was the god Geb; the sun,
Re; the Nile, Hapi{? Perhaps the most renowned of the
gods was Osiris wio was considered the god-king, thus
part god-and part human He was the god of fertility and
also the god of the dead, of resurrection, of the funerary
cult, and judge and king of the underworld Each god had
his own calendar of days\on which feasts and festivals were
held in his honor It is \p these festivals that there are
indications of the use of Yance to produce the state of
dissociation Among the mbst famous of these, festivals
were the Osiris festivals at Abydons. According to legend,
Osir1s was a good and wise ruler. His br%]er, Set, became
“jealous of his popularity, killed him, and cut his body mnto
fourteen parts. Isis, the sister-wife of Osiris, found the
pasts, reassembled therp and enabled the god's resurrec-
tion. At the festwals, the death and ensuing resurrection of

Osirfs were depicted in a Passion Play, i which sym- -

bolism, mystery, music, singing, and joyous dancing were

Toe v . . .
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used “to sumulate the deepest religious emotions and f‘u.)
the flames of ecstatc joy "* Although the temple was open
to everyone, only the inttiated were allowed to tahe partin
the reenaciment of the drarha The mitiates.were assyred
that their parucipationmwould allow the’m, like Osiris, tobe
victorious over death and thus to beconie immortal

Spence stated that three nypes of dances were per-
formed at these festivals the Dance of Lamentation w.s
performed 1n imitation of the sorrow of Iss, an armed
dance by the ménhad as its purpose the protection yf the
god from.further destrucuion, a ferulity dance by both
sexes sought to transfer strength and vitahity wsthe riseg
god ® The movements used 1n these dances vaned from
slow, rhythmic movements to those of “abandoned
ecstasy. ™

We are told that the aristocratic Egyptmn\s did’ not 1n-
dulge in the amusément of the dance either in priate
assemblies or in public However, that they were famthiar
. with the ecstaswof its power is eudenced by the following

statements.

Fearing lest it (the-dance) 'corrz‘zpt the manner of a
people naturally lively and fond of gaiety the Egyp-
nans forbade-those of the bigher classes 10 learn it
g Tbey dreaded the excitement Srom such an occupa-
1on, the excess of wbzc/) rieffled and discomposeéd the
mind ‘.

In contmt to the anstocratic class, the peasants were

avid dancers’ who.are thought to have performed fertility

.. rites which included haryest and rain dances.* Wilkinson
. stated that the taste of the dances depended upon the rank
of the people performing them and that the dance in the
temples differed from that of the uncouth peasintry He
indicated that the latter preferred a lively style and danced
with a spirit that was more in the manner ofthe Europe.ms
than of Eastern people.®

' By
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China

. . N ] . -
De Groot stated that ‘fnimism‘w& the rehigion of China

in the dawn of her history and that animistic beliefs ex-
tend'into the twentieth century * This animism centers on
- two classes of spirus. those of natural phenomenon, those
of the dead * The basis of Chinese religion is an animated

' universe The regulating power of the universe is catled
Tao, or Order of the World Tao is composed of two gouls,

the Yang and the Yin The Yang represents light, warmth,
production, and life, the Yin is darkness, ¢dld, d@ath, and

the earth **The Yang and the Yin are divided into goud and

evil spirits, called shen ‘and kwey, respectively. All that 1
good inthe world is attributed to shen, and all that is bad 5
caused by kwei The two classifications of the sprrits are
engaged in 1 perpetual struggle with each other The
purpose of Chinese worship is to induce.their gods tv
protect thefn against the evil spirits, to subdue the kwer

and to stimulate the shen ¥ These processes involve a
highly developed system of m: 1g1c in which exorcism

played the greatest pdn " . \)
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ii\urClsing, processionstare mentioned 1n Chinese texts
From the time of Confucius, m\d the fayths which account
for them would mdicate that the\ were prualem even
before that tim The procedsions, called “no; were
sanctioned by the Ytate and had as therr objecne the
averting of disease.™ Great numbers of people, particu-
larly boys around ‘he ages of eleven to fifteen years,
donned devil masks and-the masks qf 1.,uds and spirits,
wore brightly colored embroidered coats and dresses, and
armed themsehves with spear‘s' and banners They wouldl
parade thruugh the streets and houses dnd expel the de;
mons with their noisemaking. The male and female wu,
dancing to drums and cymbals, would become possessed
by a divinity who would speak through them_ .
Although the "m0 ceased to be a ritual-of the State after
the Tang dynasty (A.D. 618—907), DeGroot observed that
these processions persisted into the current century I The
processions were organized by the pansh temples,’In
sume parts gf ‘the Country, the temple god gave orders for -
the details of the procession through a possessed'medium _
who was ordered to carry his image in the procession
These processions ofthe people were el'l‘bomte and color-
ful Hundreds participated in them, and all carried some
objeetgo divert the evil spirits, ‘During the course. of the
procession, a temple.god descended ‘;mo the “wu,’

. The specialists of Wu-ism, who actasseers soothsaye
and exorcists by the power or spirits which po&se;l
them, have been observed. .engaged in processions
which are organized in times of epidemic siripped 1o+,
the waist, dancing in a. frantic or delmqus state,
covering tﬁemselz'es with bload by means of swords
and prick-balls, or with thick needles thrust through
their tongues, or being seated or stretched on nail
points and rows of sword-edges. On such occasions,

" they stick.daggers into théir arms and cheeks and bave

" been seen carrying beavy pewter ldmps, fastened by
books thrust through their arms. By Sfrightening and
intimidating the specters by so great a display of di-
vine power, these men support and complete the work
of the "sai kong” u '119 move in the same processions.

“w

The sai*kpng were thuse who had shen or thvingy 1n
them. They were by naturé frail, nervous, and hysterical
and were therefore susceptible to the e&muc state. Espe-
cially at religious festivals these young men wauld begin to

" “hop, dance and waddle with wild or drowsy 1ooks and

Nervous gestures of arms and hands.™! These acts were an
indication that the god or spint was entering the youths
and that they would svon have intercourse with 1,
DeGroot’s accounts of thie processions were based on
his observations of these events during his visits to China

© during the late pineteen(h and early twenuieth centuries. ™

Morg recent accounts are less descriptive, and although
dance is cited as an ntegral element of these rituals, 1t 15
unclear if the more extreme ecstatit dance-remainy.’->
The ffequent mention of dmgon and hon dance teams
givesssome indication that professtonal dance has become
a feature of the processions and has perhaps replaced
some of the more spon:lneous and ecstatic dances.
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That dance continues to plav a roke in the divetse
Chifese religtons s supported by the fact that the-Taarst
priests Mastipossess shall m the performance of riaal
danees This dardee shal, dlon with performance of the
mudras, acrobatic tumbling, and the ability «to chimb 4
blade-side-up ladder, contributes to the priests magical

'
- powers and thus to the demand for his serviees This

requirement of dance skt might daté back to the Emperor
Shun (in Chinese chronalogy, 2258—2208) According to
lq,endar\ historv and folklore, Emperor Shun was the figst
man (6 be aceredied with making a magical ﬂlgh[ in \\.hl(.h
the soul left therbody” Ehade stated

* a /)w_'fed soveregn must hare the powers of d
L magluun T UECstasy” wes 1o less necessary to the
fumm‘w of « state than Ins polical virtues, for ths
magical abiity s equaralent to an autbority, a
Jurisdiction over 1Rature  Bhe step of Yu the Great,
Shunt's siccessor, does rotdiffer from the dmlces that
mduce trance sunlg}’w'\ The ec.s!(mc dance
Sorms part of thé procedures for uu{uuuzga pouwer of\
u;mm‘uul orer men and nature

Dance has a long Jnd mnvolved history among “the
Chinese, hu[ Because of e diversity of the soctal sy stems,
1 vastness of the country, and more importantly, the
vargations of the folk religians, a mmplue review of dance
as 1t relates 1o the religious ragals’ s tmpossible  This
problem 1s tompounded by the lack of di)cumem‘mon or
the lna(CLSSlblll[\ of accurate records

N v

Greece < Ve . ‘.
Homer's  Ilad  and ”bd\ ssey’ and Hésiod)s
Theogons  are important sources of° information abuut
Oreek religion
B € the Greehs ud attained o mature and well-artculated
polythersm, and Hesiod added a seemngly inexhaypstive
list of deities and sptrits of nature which demagded and
recened the Jllq.,mme of the god fearing Greeks The
evolutton of all the gods and goddesses is intricatels in-
terwoven in a comphicated Greek mythology All of them,
according to Hestod, had a genealogical relationship to
one another” Itwas also noted that, as in Es,\pt the detties
‘were anthropomorphic
\Lu)rdnng to Mylonas, the Greeks worshipped the gods
of therr Lhuusmg 3 The favors of the gods were obtained
by rather simplenyritual acty and sacrifices performed by

deties ™ Bestdes the state rehgioh o which every Greek
automatcally belofged, there were certamn religions
known as mystery relygions These differed in many details
from the official religion of the st Membershifwas
personal and voluntaly rather than automatic o obtain
membership, peoplq had o be willing 1o Undergo
spedified purifications\and initauons and pledge 11:)[ to
reteal the secrets of the Fitwals The mystery religionstere
made up uf sgmbuolic ritds w hose aim widt
initte amy stic experienye which led him to regeneraubdn
and r.e'dem‘ptlun2 to untof with wgod Itis mn these ritudls

PR

to provoke in the

’

btlumer S eple puemwldlmte that by 800 «
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that the ecstauc dance of the Greeks becomes most ey

dent ST . N—

“ 2
The maost popular ot the mystety rehigrons was that of

I)lun\sus which is thought to have or g wed in Thiace ™

The rites of the Thracidl cult were orgastic m character

Rohde's ‘
The festiwal wgs held on mmm!('un' tops s the dark- l‘
ness of mght annd the ﬂzckenng, trid vuncartain light
of torches The loud angd !I()ll[)/(’(j m‘ndoj PHRSIC 1Al
beard. the dzLxh of bronze,cymbals. the didl !hum(e)-
olts roar Qf the kettledrioms, afl thy O1gh themt” all

. pentetrated the waddennig wnison of the deep-toned .
ﬂute Excited By this wild music the chorus of
"p shippers danw with sbrill crying and jibiation
W et}wa) nothing of singing. the riolence of the dance
leftsio breath for song These dances were \()nw!bmg .
very different from the measured movement of the.

dance-stép 1 y Qz&h Homer’s Greeks adrarncet! aml .

turned about in the Paran It was in frantic, whiy lmg
! remllong eddies and dum e-circles that these zmpzrc(?
companies danced orer the Ynountain \10/)0\‘.(/7«1‘
were mostly women who u chirled round i these cir-*

-

H
- cudar dances nll the pouat of ‘Ebavstion was reached.

they u 'ercjm'ung'el ) dressed, theyaeore bassaran, long
Soweing garments, ds itseens, smcbed !O(ge!bur ot of-
Soxskins. oser these were doe\kub aml they eren bad
Dorts Swxed to thewr beads Thewr bawr was allowed to
v float o the wwnd, they carried- snakes cucw:& 10
Sabazios i theiy bands and-brandished dagge)\
T this fashioythey raged wildly mm[\gz ory SeHse-was——
wronght to the bighest pitch of excitenment, and in the
pavred frendy they feftipon the beast selected as therr
victim and tore| thé&ir captured prey mbfrom fonb
Then with thewr tecth they serzed the bleeding, flesh uml
deroured it raw.® *. .

The.ubjective of these festivals was o induce a m)sm
experience through excessive sumulation of the senses
The worshippers became pussessed by the dnimity and
entered into direct mmmtém.‘mun*\_mth e spirit

This ecstatc worship of the Thracian cult buge no re-
semblance to the Greeh religion during the period of the
Homeric poeins and was probably considered by the
Grecehs as savageand barbaric Yet the Greeks recognized
that in ths type of enthustastic religion there was an ele-
ment that appealed to the nature of mankind, gradually,
though 1t had o vvercome many obstacles, the cult of
Dionysus triumphanthy spread over both mamnlband and
islaguds of Grgece ' Here the god became Hellenized and
humanized He was congidered the god of hte and death,
of vegetaton, of fertihity, and during a Liter period, the god
of wme. Although undergoing Greek refinement, the
ekstasts of the Thractan cult was ngt lost. In addition w the
cheerful dayhght festivals of Didnysus 1n Athens, there
-remained the wld gestatic ries in"shich men and women
danced over the mountains in nocdrnal tevelry ® The
drinking of human blood, the eating of raw’flesh, and all
the signs of vutward-frenzy and possession came to be

regarded as the Hellenic form of the worship of Dionysos
D - »
ie

. I ~ !

Jccount was as follows ..
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< Orphism, nother of A& lmster\ rehg.,mns, made its
appearance nthe Greek frorld around 0600 B C* Accord-
ing to the Orphic myth, Zagreps, who wasthe son of Zeus -
andPersephone;was slan by the Titans His body N torn .
to preces and devoured \[h(.lld rescued his heart, which
- was then swallowed by Zeus Zagreus Wt reborn, as
Dionysos, child of Zeus and@emile The Titans were de:
stroved by the _hg.,hmmg., of Zeus, and the human race
evolved from their«ashes Thus «s denved the dualistic
« coniception of the body and soul Bedause of the murder
.apmnutted by the Titarts, thé Orphics heliey edthat people
nhent an original sin from which the divme spul must be
fret.d Althoygh this Louldbe accomplishéd only by death,
it couldbe temporanly expenenccd through participation
* - the mystery windh “delivers the sout from its bodifY -
. © prisonand bgngs iwmgouch with divine essence £ Ruhde
/ stated that the Orphics adopted the Dionvsiac forms of
worship and l?dlC.l[(.’d that Qrphuc rituals wege ecstatic
and enthusiastic, although some*of the morc barbaric acts.
were ehmmated.®  /, -

NN '
The gregt step that Orpbeits took w a{s that, whle be
kept the old BalcicMth that man gt become god, »
he altered the Lo)i%cpngm of what god was, and be
sought to vbtam that’ gudhead by wholly different

. me'amal‘be gracebé s(m(e,h! wes not phfsual mtoxu-
©non, but sprttual - ecstasy. the means adoPed hot
dmnkenneis bm abstinence” and,rz!es of pufica-
tion %8 . - e ¢
. . \. ¢

" ‘ Therckv{lmle doubt that the dance was the xﬂeans em-

ploved o attun ‘the spiritual eestasy to whigh Rohdc re-

. ferred® Macchioro stated tha the anuent adstions and

' writers .lb\.(l\s umnegted the dince with \‘

© 7 tand the Orpl,lua.lhen)s‘tl\es believed that the mystén

© dances were idgnted by Orpheus. He further stated th.u
“the my stcr\’\\.ls hothing but a magie dance,” 1n “hl&,hﬂl(.‘ .
‘ “ Initiates rc,pr()dua.d the deeds of the god and by thls
o means becamé part of the god ¢ i
. - Another of the my: ster\ rehgions wasthat okaeLms This
* “cult'datesback 1o pretustonietimes and was'hased on the
oo _mvtholog.,\ of Demeter, P,ersephone, and Hades.®® The

.eurhier, ntals were perforthed to assure abundant har-

vests. In lAter times it becam€ a mystery cult with witle-

- ¢ spread popularty .- )

4
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" Rome L !

The earliest recorded history indicates that the Romans
were a simplistic people®hose Ines centered on agricul-
ture and closely kmit family groups Religiorf was a family
affair, directed toward the prup(}mtmn ofthose spirits who
were deemed responsible for their welfare, Around the
sixth century B'C, Roman religion came under the nflu-
ence of the Etruscans and Greeks Many ofthe foreign gods
were adopted, and during the pefiod beginning with the
Republic (about 500 B C ), the, Roman religion was embel-

*+ lished wiath mythology, anthropomorphism, temples, and *
images and statues of the gods The mystery cults of
Eleusis, Dionysas, Ists, and Attis and Cybele, aimed at the

Emc A Y
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the mysteries, 3
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redt.mpuun of the pdnidual rather than the protection, of
the Uld hingdams, provided anew type of religion Agume
when there was diillusionfnent with the old - -

In comparson with the Greehs, the Romans seemed to
- have had few eréistatic religgous experiences This may be,
.mnbuu_d tothe distrugt of STEqus emttion by the Roman |

» authorities and the regulation of rehgion l)\ Ronfan lawsy

.md Lus‘{ums Ochrerly was of the optmon that, while the

v ewstatie éxperience among the Greehs w a5 W bring unity.

with the gods,” among. the Rom‘ms it Was 1 matter of

sacrifiang. therr blgod to the goddess of fsrtlity for the

purpuse of securng abundant harvests ® He specifically

. referred to the festnvals held in honor of Atts und Cibele
who became (v imitiesrof Rome around 204 BC

Cibele, considered the Mother of the Gods, was the

Asiatic goddess of fertility. Some conssder her to be the”

virgin motller of Atts, whilgothers 3 gy that she wis his
lover " Tavo accounts are als@n en concerning the Clc.nh
of Attis One 1 that he was kdled by whoar, angl the othet 15
that "he unmanne'd'hlm.sdf under a pme tree and bled to
death ™™ This self-mutilation would account for the castra-
tion of his,priests upon enterufg the sepvice of the goddess
 The mamn festival of Cybele and Aty waswelebrated in
March The third day of this festival was khowtas the Dad
"of Blodd, the Arclugallas or high priest stabbed his arms
* and presenu.d hrs blm)d as,n offer g to the v muties, as
did other meml)t.rs of the clergy. *

N »

I Stired by the wz’ld barbaric music of clashing .cym-
bals, cumbling drums, dromng borns, and scfeanuny
ﬂu!us the mfeﬂo( clergy whirled about 1n the dance
with' wagglingbeads and streunany bair, unl, 4
m a frenzy of excitement, and tsensible 1o path, they

gashed their bodies with potsherds or slashed them

with knives m order tp bespatter the altar and the -+
sacred tree with therr flowing blood ™ ¢ -

This alien religion gradually increased xtsf;;opul:lrlty in
the Roman, world and was incorporated mto the estab-
lished religion of Rome by Emperor Claudus Itspowerfud
and rapturous excitation of the emotions must have been

very appealing since the festivals sunvived unul the fourth .

centusy of thys era,™ ’

Another goddess whom the Romans worshipped i ecs-
tatic rites was Atargatis These rites were much like those of
Cybeke and Auis in that “men danced themselves mto a
frenzy and then lacerated and mutlated themselves un-
sparingly,”™ -

Among the gods who sere mdq,c.nuus to Rome and

who sunned the influx of foreign gods were Mars, gener-
v

.lll\ consilered the Roman god of war, and Saturnsthe god

of sowing and harvest This survival stresses the mpor-.

tange that the Romans placed on military virtues and their
lung.,st.mdmg devouon to the gods and spirits of agricul-
ture and family

Both Mars*and Saturn had danung-priests called Salu
The sacred proeessions of the Sali in hongr Gf Mars took
place fn March and October and lasted for as long ay three
weeks | :

.
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Headed by trumpeters qnd dressed m full battle gp-
parel they marched through the city, at all the altars
and temples they halted, and solenmly danced the
war dauce m three mcwm‘es smging at the same
tme T« -

-
. ’

» Frazer st:ncd that the Salu also d.mced to mu)kC‘Sat'um

LA tl)e Romans sowed the corn I)oth 1 spring and
awtumn, and as doton to the /»e\ent Loye m LEurope
Superstiions ristics are wont to dance and leap bigh
m spring for the purpose of making the crops grow
bigh, we may conpecture that the Teaps and dances
performed bytheSalu, the priests of the old Itafian god
of regetation, were sinularly supposed to(/mc/cen the
growth af the corn b homeopatlng on nmtam'c'

)ngg:& & ..

[
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The worshni)'of Saturn.and ngrs .md'the r'l'tu.’l}s of the <

Saln remamed popular well into the era of Ghnsu.mm

"Lhc Saln were not only tQ be found 1 Rome. sumifar +
groups of the dancing pnuts existged 1n many cities of
© o ancient Ialy The supcrsmmus rustics to. wiich Frazer
. rcfcrred.‘}uc tobe found 2 over thet coyuntry, danting tor
their godsin thepursuu of health, Ieruﬂt\ pmwcu(;n, amd
. .llt.,md.mcg . o
‘ \.;x? ‘ J v
The Christian Church ¥ .

In urder to conclude the rule of the €static danee asan
q'mdlspens.xbk: Llemeqt of the féhgiyns of the huropg.m
W orld, 115 ncgexs.m to trace 1ts higtory 1nto the era of

Christianity. It 1, here that its poweg W to I)s»{c_ckongd I
with l)\' the Church leaders. | ‘ oo
. When Christianity wvas mtruduwm\ltiw ereu)-
Ruman world, it a3 confronted with the prob ens U\ﬁu“
fk{u)ntendmfh and [rlumph overthe religious | I)ehefs aod
custorhs tlmt were' ‘deepls srooted 1n the Lustory of the ©
Masses of people The mysten rehgums ‘\kre floyrishings
* and people had grown t6 expect and demand 1R dramatic
and mystical rituals which offered the ecstatic experierice
of umon with the deity. Their worsh‘lp oflesser gods, +
goddesses, and spirits Was less ecstatic, but thc frequent
“ rituals, ¥®ivals; ind processions held intheir honor were .
,consldeféd.em ntial for evervday nc.ed.s and rotecuan Jt
| Wasin this atmosphere that the Church Faghérs sought s
convert the niasses to Christianity. The methods chosen 1o
contend with these existing rehg.,xon: were: § vnthc.sls ug( ‘-
lent opposition. » .

In the first century after Christ, bu()mmg a member of ,
the Christian Church was g relatively simple matter. Mem- -
bership was aviylable to those who would express behef in
the basi¢ creed Consequently, converts entered the
Church with little or no-real knowledge of its doctrines
and, more 1mpomnt|\ without relinquishing their al-
legiance to their old gods and their faith in theiy old ,
rituals 7 The extent to which the.com ersions vccurred 15
evidenced in Acts 2 4] where it is stated‘that about 3,000
people were bqptwed in one day

With the realifation that the comverts would nut subx

scribe to a religion without rituals, the Church began to
LI
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Aruitoxt provided by Eic:

m}g lude 1n 1ts sen 1cés someof the ntualistic elements with
which the pagans were acet *omed A speech of Clement «
ot r\]L\.ll]dl’l.l (150—216) indketted that the rituahsm of

the. mysteny rd:gmns had penetrated Chostianaty,
A

1wl «bou' you the Word um[ the mysteries ()j the

. W()rd and de\a‘lbe them for YOu as an mmage of yontr
owrr fate This 1S the nountamn beloved of God On it
rejoice God's (Iaw,hte)\ the most beautiful lkambs,

, U hlcﬂ ereal the reverent festiyals QC the Ward to the
accompanment of constantly repeated chor al danc: -
ing By righteowsness man may take part in them.
Winist tqurches are borne l)cfow me [ perceire the
bearens/and God 1 am led mito the servide of God -
Tou, also,gf thow'eishest, mayest let theyself be led,
Thene Shalr thou (lance ma nuq rogether with tbé
angels 7 T

" These® words feave no doubt. that’ dancing oécurred
* ®hen thg mysteried of the Church were re\c.lled to the
novitzates There ps also evidence that, in the’ second cen-
tury, children’s (horu\scsa played musical mstrumerits,
sang, and Yanced as a part of the seryices Janlw the
people datticed atthe end of prayer as well asn fonnection
with haptism. 3
“These attempts at: ’ppusemem were not totally satsfac-
“tory, and the mtense and speitaneous faith of the people
* posed numerous pr()l)lems for the leaders of the Chubch
and ofien caused the  theologians a great deal of embar-
mssnu;gt It woe fre‘quentl\ necessary o .ldmogxsh the
“people and remind them that the Church dadte was B
“blessed dance. Howu'er.,the pagans were nét inclined to
rchnquxsh their old ways, and thedr enthupiasm for their
dance often caused them to disregard the admonishments
of the Church’ Typical of the dcst.rlpu()ns of therr danang
is the ond of B.l}]cxos (344+—407) who condemned the
dance at tw; celebration of the Resursection.

4 v
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J %cmmg aside the r‘oke of service under Christ and the *

=" veil of virtue f)om theif beads, despising God and His
, angels, they (the rwomen )5/)61)”81(’\1\1 v attract the atten-
“Won of erery.ggan With wunkempt bair, cloth&dl i
hodices qn%ing abou, they dance with lrstful -
eyes and loud Iaug,bter as if seized by a kind offrenzy
they excute the liists of Youuths They execute ringdarces
in the churches of the Martyrs and at their grares
mistead of in tbe public buildings, transfornung the
Holy placf? mto the scene of their lewdness With
herrlots songs they pollute tbg; air and sully the de-
graded earth with their feet in s‘balizi oful postires ™

Approximately a hundr@d vears later: <Caesarius (470—
542) declared that didnces before the churché, of the saints
were a relic of paganism. He stated. . s &

There are especially unfortymate and nuserable

people who do not fear or blush to execute dances
" and hop before the churches of the saints, and al-

though they come to church as Christians, they return
~as beathens.™
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The dance cameunder more severe condemnation with
the beginning of the sixth century, ad from that ume on
prohibitions of the dance muluplied There are several
factors which may have contributed to the cause of these
prohibitions and to the neLessm of their longehty

The early Christians h‘d hved with the expectatioh ot
the return of Christ and the convidtion that the world

L]
mu,ht end at any moment, ¥When these'were not realucd,t

gllere $Weis an ensuing hpse into the seeking of satistaction *’
of physical needs This causedthe Church to mtensll\ its,
conviction that the ph\srcrnbb;?d\ was the source of all
moral and sprritual problems The world-rejecting aspects
of Christianity were underscored, and a4 strong and fanau-
cal distrust of the body was encouraged The writings of
_the Church authorities on the dance dunng [hlb peripd
“indacated that dance was thought to contribsuté O he
abnormal intensification and 1o the ful ‘lmentvuf the sen-
suous in mankind Those who danced were thregtened
with excommunication, and 4 common confessional ques-
tion was "Have you danced-and hopped, ay the Deul
taught the pagans to do>™*

“Another reagon for the mcre.Lse m
dance was the dance “nianit’ as re\ealed in thcr dJnce
epidemics of the Middle Ages. At no other time i history
has the power of the dance been more profoundl\ dem-
onstrated than 1n these epx?emlcs With few gxceptions,
the dances yere performed inthe church)"lrds during the
festivals of various saints, despite the commands from the
Church authorities, the dancers were either tinwilling or
unable to cease their dancirig Especially during thé four-
teerith centurywhen the BlacleDeath swept over Europe,
the dance epidemics reach an intensity that rendered the
ecclesiastical councils helpless 1 their ppposition . 'to
them.®' Outbursts of these dynce epidemics occurred as
late as the seventeenth centu { . K

Backman’s descrrptrons of the dances of the epidemics
bear a marked resemblance to those of the mysteq reli-
gions and other primitive rials The dancers were dac-
cused of being possessed (by the devil rather than by the
god), they danced in order to be healectand protected and
to cast but demons, they sometimes demonstrated
masochistic- behavior, and some danced themselves to
&ath. Thé dances were accompanied by songs, the music
of drums, .lnd all the outward frenzy of the old ecstatic
rites.

Further. historical study o dance and' rehgion would
include such medieval highlights as the “Festival of F ools 7
the Chxldrens Festivals, and the Bergerette, Thése and
various other Church dances continued to be performed
throughout the Middle Ages in European countries. The
dances of the clergy were evenwally unable to withstand
the repression by the authofities, hut the dance Lf the

people endured until after t Refofmauon >

1

Afterword .-

The ecstatic dance is a relrgrous phenomenon that has
contributed immensely to the brilliant and fascinating his--
tory of dance “Although it is only one ‘small thread of the

1
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totalin. of dance and tehigion, 1t provides an excellent

’ medium for establishing the ven powerful and enduring
role of dance in the evahement and expression of réh-
gious behefs throughout the world.

The most amazing aspect of the ecstatic’ dahee 15 1ty
ability to endure despite the numerous antagonistic forees
1t has ingurred, especially sinee the advent of Chrsranity
Smee the beginning of beljefs 1n spiritual bemgs,
primutnstic cultures have embraced the religious dance
* Today, many of these cultures remain as they were
thousands of years ago, unaware of the God of Chrigiani
" and steadfast 1n their behef in the power of dance. In the .
very ancient country of Ching, the processions that date -+
back to Confucius, are stll performed today, and they s
seenungly have lost ngine of their magieal overtones The
mystery rehigions ofthe early Greeks and Romans endured
hundreds of years of condemnation by Church authonities,
even thpugh the old gods and their ecstatic festivals were
ev enturnll\ abandoned, masses ofthe Eurppean people u}rd
nut relinquish their dange. The manas of the Middle Ages -
covéred a span of nearly one thousand vears, and histo-
rians condider the great dance eprdemics to be one of the

= most fascinating psychological and rebgious phenomena
of modern history. . - )

The ecstatic dance did not end with the Midile Ag.,es, a8 .
evidenced by the dance of the whirliig dervishes of the »

East, the Khlysty of Russia, the Shakers who came to .
,America from England.during.the latter half of the .
eighteenth” century, And various other sects such as the

- Holy Rollers. However, under the curious.and critical eyes
of onlovkers and Church authorjtiés, the old abandoned
ecstasy that characterized the rituals of these more-mod:
ern sects eventually drsal)peared

Today, the once ecstatic, powerful, and Lndrspensable
dance 1s.rarel) witnessed in the religibns of modern cul-
tures. Déspite attempts to revive the religious dance, thus
form of worship remains on-the perrmetel‘ of Cliristian
worship. When it3s included, one feels that something 15
missing, Vlewed int the light of dance history, that sqme-
thing must be that only a fragment of the ecstatic element,
the becoming one mth God through the dance remans. :

v
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he course of the history of theater and dance was
shaped and colored by .the philosophy, laws, and
rituals of the Christian Church Althoygh many his-
torians tend to recognize only the restricuve influence of
the Ghurch on dance, a closer look at these secondar\'
squrces themselves, with support from primary sources,
reveals that the Church actually created a context for new
flonerings of social, theater, and religious dance

1

3

Philosophical Influences

Christianity was subjected to all the prevzuhng rehigious
influences of the messianic period, among them Judaism
Old Testament aspersions on danc eg., the legend of
Moses and the Golden Calf, and l—s¢u§1 s condemnation.of
women “quacing, .. and unkling with their feet” (lmah
3 5), were echoed 1n such New Testament stories as
Salome’s supposedlv lewd dancing before Herod 8t Paul,
a €onverted Jew who espoused a particulirly severe dot-
tring,of the sins of the fledh, attempted to root out such
seCts as the Gnostics, who haglan apocryphal text in which
Chrst leads his disciples in dance. .

The pervasive Greek anfluence ‘on Chrnishanity which
began with Afigtotle and Plato led eventually to the Chnis-
uan ¢uality betwegn spirit and flesh and good and evil.!
According to Taylor, Neo-Platonism, which developed in
Egyptcirca 270 AD, further inflated the theme of the evils
of the senses as opposed to the loftiness of the mind.2Later
contributions of Neo-Platonism to Christianity included an
expanded interest in the spirts and magic of popular
Superstition.

The moral decay of Rome itself was such that Christians
sought to purify it by expunging all traces of paganism,

such as existed in the theater * The Roman Empire offi- ~

cially adopted Christianity in 378 AD but as early as 300,
the Church refused baptism to entertainers and by 398
threatened to excommunicate any Christian Jttendmg the
theater onaholy day Inthe Sth century, a monk was kitled

© trvingto halta gladiatorial coritest, and from that point un,

the Church’s suppression on theater was unremitting. No
recorded dramas suryived and only itinerant entertamners

.continued the performing tradition

The great early Church fathers, St. Jerome, Gregory the
Great, Isidore of Seville, and St Augustine, \1_gor'ousl)

‘s
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_The. Gatholic Church
and D&mce in-the Middle Ages

Ivnn M‘ltluck Brooks

(2N

preached dg.,‘unst the theater® Infusing Platome and Neo-
Platonic dualism with an overwhelming sense of sin, they
furthered the degradation of the body and influenced the
entire medieval period 1n this respect .

Ascetic trends appeared early in Church history and
continually cropped up throughput the Middle Az.,tbe.The
proponents of thesé trends condemned wealthand luxdny
and predched cehibacy, vegetanamsm, fdb[ll]%z self-
mortification; and iconoclasm jJthough thesg sects were )
at first persecuted by the Church, their beliefs had popular
appeal and grentually affected official Catholic doctrine
Martyrdom ur severe austeritges became a prerequusite for
sainthoad ® Devoted men and women found such ingeni-
ous means of battling the flesh as wearing scratchy horse-
hair shirts, standing barefoot in ice, and sleeping on cold
‘ston€ floors In a religious angpience of this nature, such
pleasures as dance and other entertammentb were hardly
encouraged. ’

. The fall of Rome in 476 A.D> left Europe without
centmhzed power The Church stepped in to become’ I(e
only arbiter of morality, law, education, and social struc-.
ture The Roman belef in the authonty of institutions
above that of individuals lent to the Church an added
element of strength

.The Clergy Condemn Dance

According to Coulton, medieval theologians were nearl) :
unanimous intheir condemnation of dancing as immoral.®
The devil himself is accused of being the “inventor and
dnspuser of dances and dancers™ and thuse who dance,dre 2t
seen to have “the devil’s bell” bound to tﬁenr-necks
The devl 15 the most fambus medieval dancer, pla) ing
the role of the lively, acrobatic, tewd trickster i popular
entertainments. Clerics decried the fact that dancing took
place un pilgrimages, in cemetaries, churches, taverns, cds-
tles, and town squares. Many texts record the stories circu-
lated by derics of God's wrath at dancers: He cut off therr
feet, condemned them to dance unul they died of exhaus-
tivn, Touted them to thew dancing groynd, or set them
aflame. o
Bolshup Durand of Mer]de (crca 1311) cbmplamed that
the holy days saw the most abuse, with people seeming to
care more “for songs, jests, dances, caprerings, or foul and
unhonest chants™ than for drane sentiments.” “Noxious
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gdmes and vanities making th_e\h)usc of mourning and
funeral prayer mtu a house of lwughter and excess” were
bewaited'by the Bishop of York® . .

dnces against fools and munstrels attempted to

10 ‘dehghten men hodnl\ and $0 to hasten ddmnauon»
The Church also denounced tournaments and aasourued

festivities, especaially women who disguised themselves .

during the parades A(curdmg tv Henry, nghtun, d
fourteenth—centuq commeéntator, these -women roude
along “debasing their bodies with folly and scurnlous
Jwantonness He further noted that God showed his disap-
. proval of these practices by visiting the tournaments with
thunder and ‘lightning ** Dance, masking, and miming
were clearly seen as the devits work, and much t the
Church’s chagrn, his following was legnon

The Trend to Humanism

After the fall of Rome, there followed about four cen-
tunies of warfare, invations of Christian lands by barba-
rians or barbarian lands by Christians, and intense mission-
ary activity that eventually spread Christianity throughout
Europe. There was hittle ume or encouragement forongi-
nal thinking as the Church struggled agamnst schisms.and
“heresies inan effort to metamorphose its newly-converted
"populations into a cohesive, Christiant unit. Education de-
pended on, the writings of early Church fathers and on
Lauin translations of Anistotle and Plato Since the Church

“mantamned the only schools n existence n the Middle
Ages, as Taylor 'has noted, 1t 1s much to s ¢credit that
education in the Greek and Roman classics was continued.

By the eleventh century, the Church had consolidated 1ts
power and established its supremacy in Europe. The pass-
ingof the Mitlenium relieved the medieval fear of Dooms-
day and allowed fora spirit of confidence 1n life. A coalesc-
ing of the anuque and Christian cultures ensued, leading \
to the growth of humanism 1n Western Europe.

The renewed vigor of the human spirnt also led to-an
increased religious emouopahity, exemphfied by such
men as St.Bernard and St. Francis of Assisi. Their personal
letters reflect their love for humanity, their, religious
warmth, and their personal interest in life. A new concern
for popular _educaudn, exemphfied by the use of the

vernacular. 1n texts, developed. A stress on such romantic j‘

elements of religion as love for God and man was paral:

lelled by a secular mterest in the courtly ideals of love As
well as- allowing for economic expansion, “the Crusades
(1100—1300) brought to Europe Moonish and Oriental
influences m art. This secularization of interests and the
flow of money into hands other than tHose of the; Church,

freed resources for investment in popular entertainments.

' The Church Contributes. to Dance

* exaggerated emotion and use of movement.
A\l

. Y ] . -
won dnd consecration of the host, processions vt dergy to

, the dur, antiphonal chanting resembling dialogue, the\
seplot” or story of sacred history, the often colorful cos-

rames of the (ergy, and the church's architecture which
created astage/audience separation. These fedtures, whilex
not constituting drama themselves, served as focal pomts
for dramatiqdevelopments -

" Anus, a 4th- -century Alexandrian priest, propused an
overtly dramatic interpretauon of the hturgy which in-
cluded hymns, pantomime, and dance "' His work was
considered heretical and was suppressed by the Church
According to Bevington, a Spanish noblewoman of the 4th
century reported witnessing a Palm Sunday procession in
Jerusalem which used the actual luC'muns Of Christ's pas-
s1on and resurrection 1 a dramatic preaematfon 12, The
Easter week liturgy was generally the first portion, 0} S
credehistory torrecewve theatrical form, being dramaucally
interpreted in Europe as earlv as the 7th century, accord-
Ing to Kirstein ** :

Amalarius (780— 850), Bishop of Metz, urged exploiting
the dramatic potenual of the.Mass through dialogue and
gesture™™ Clergy enacted roles of figures in Christ’s life,
and the altar served as a tomb, a table, or some other
religious- prop. Despite its tremendous populanty, this
dramatic Mass ragsed the ire of the Church because of its

-

Many texts on medieval dance or drama'®'%"7 include
the unusual story of the German nun, Hrotsvitha, who
found a copy of the plays of Terence in her convent library
at szdersherm Her abbess was of Byzantine background,~,

- where théater had flourished far longer than it had in the

West, and from these two sources, the volume of Terence
and the stories of her abbess, Hrotsvitha was msprred to
write six dramas based on New Tesmment themes. It was
not unul about two hundred vears later, however, that
"medieval theaterrhad developéd to the point where her
“plays could be petfdrmed. .
There were isolated instances of sacreg dancing in the
muddle ages within the Church itself: in 7th-century Eng-

Y fand under the Abbot Meleuus; in Paris under the senior
~ canop and choristers? in Seville and Toledo with the per-

formances of Los Seises. The Regularis Concordia, pre-
‘bented after Matins on Easter morning in England circa
965 975, showed constiousness of such dramatie ele-
ments as the clergy’s costume and movements, the possi-
bility of portraying eqrouons and using props;and ap-
uphonal dialogue ’ \
Honorius of Auturt, 1n his Genima Animae (circa 1100)
wrote in support of the Muss as a theatrical presentation,
referring 1o the celebrant as a “tragedian” and to the
church -as a “theater.”™ Texts from the eleventh and
‘twelfth centuries reveal an increased use of dramatic pre-
sentation in church at such peak points.of the,)edr as
Chrnistmas, EpiphanygEaster, and the Feast of the Inno-
cent.s While maoy of thése texts were extra- lnurglcrll alt -

* had rehgloua themes. ' TheHul\ Resurrection,” prcacnted.
in England, and "Adam,” of English or French origin, eacly
made use of scenery, charactenzauon, stage and move-

9 . ,fl
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Although the Mass is a worship-centered rather than
entertainment-centered ruual it contains th,e seeds of
10 dramatic elements, e g , the singing of the Mass, the eleya-
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o grt)wmg freedom with which dance was régarded in the

¥

merit dlrectlon and emotional, portmy?ll “The Play of
Daniel” * from Beauvais, France, calls for eight progesamn
als music, and’even "ritual dancing.™'® .
‘Beginning in the twelfth century there Was an extensive
yse of Saints Plays, also known as Miracle Plays. These
displayed z romantic, even sensationalist, slant, and
performed in the versacular outside of the church by
ing nself in an areg established as a theater-1n- the- round
More and more, in the reading ofthese plays, directions
for movement and emotxonal expressxon were mcluded in
the texts.
. English craft guxlds with Church suppon presented the
‘ ihrpous Corpus Christi Cvcle of plays from 1378 to the
sixteenth century Al§6 calle Mystery, Plays, these plays
were performed twp months’ aftigy Easter and involved

« pageantry, Bible stokies, and legen of miracles. Actors

L

v

Medieval Dance Survivqs -

Paggn influences on religion and stxpersuuun con-
tinued throughout the Middle Ages. Cutts recordls one
abuse of Christian worshipin Scotland, where a priest led
" his parishioners 1n a dance around a Priapus 1dol 2 Such
pagan feasts as the Floralia, the Saturnaha, and Falloween
became transformed by the Church into Easter, €hristmas,.
and Au_Soul s BveCurt Sachy claimed that the |ug§,ler S dcts
were “profanatiGns of uld rehgious dances,” and that
popular folk dancew, such as caroles and morrses, con-
tinued pre-Christian themes of couftship and revels.?’
1 Dancing in.the church)ards the sources of many a cleric’s
tirades and warnings, was another pagan-influenced prac-

tice Cults of the de 48, evident 1n s0 many pre-Christian

cultures, were not eastly suppressed by the Church and the
“ allure of the graveyard continued in full force during

dead was tfie Dance of Death, which was anigmally repre-

were often paid, minjtrels were employed, and elements  * ,much of the Middle Ages. ,
- of farce and?comedy yére included. ThéIngreasing inde- . A mamfesmuon of the continued appeal of cults of the

pendence of drama from Church liturgy an ol wis
becoming clearly evident. -

In the late fourteénth century, thq Morality Play de-
velaped, a theatricil génre wholly outside of the Church
itself These pla)"s told the story of a single Christian hife in
allegorical terms, based on the conflict between goodand
evil The devilish figures qQnce again contributed humor,
slapstick, and satire, with the Church itself often the butt of
icry Official doctrine condemned these dramas
¢ Ages, although Bevington notes that by the
ormation, conflicting religious factions

propagandlzed by means of the Morality Plays.2°
*  Aside from these dramatic works, other instances of
dance associated with the Christian Church attest to the

later Middle Ages Sachs records a French legend of about
1200, “Del Tubleor Nostre Dame,” which tells of an old
minstrel who could no longer sing.?' In order to pay
homage to thé'Virgin, he danced, (skipping, running, and
jumping) until he fell down from exhaustion, Pllgnms
often hired musicians to accompany them on theit, jour-
neys and to sing and play as they passed through towns.
Even holy people danced by the 13th century. Mechthild of
Magdeburg wrote an allegory of the Soul and God in
which the Soul “strives to follow in festal dance the exam-
ple of the prophets, the chaste humility of the Virgin ..
Then comes the Youth and says, ‘Maiden thou hast danced
holily, even as my saints ™22 A French nun was described
by Jacques de Vitry as being “seized with ecstacy five-and-
twenty times a day, in which state she was motionless, and
on returning to herself was so enraptured thatshe could

. not keep from displaying her inner joy with movements of

the body Alike David leaping before the Ark."2

Less virtuous associations of thé Church with dance
include records of payments by convents to minstrels,
despite the’prohxbmons of Churchauthorities against “lut-
ing and dancing” among nuns and friars®* Mdre wanton
clergy even confessed to leadmg the dances at parties or
weddmgs 2 With or without Church sanction, by the last
Middle Ages dance was cléarly beginning to flourish.

o .

" sented only in poems and pictu res.;The concept of death as=e

the great leveller, the destroyer of social and economic
imBalances, was tremendously pupular After the Black;

.Death in the mid-thirteenth century, there was an upsurge

of the Dance of Death, with grotesque parodies of funerals
and frenziet dance outbursts such as the famous St Vitus -
dance and its Italian version, tarantism. These dan-
seomanias as theyrwere called, erupted penodically
throughout the ﬁlddle Ages n all parts of Europe, as early
as 750 AD. and continuing through to the seventeenth
century. Frequently, the manias took the form of masses of
people dancing frenziedly from town to town, begging
food and money, and sweeping up new recruits as they

. went. In 1260, flagellants appeared in Germany and Itaéy

Seized with the compulsion to expiate their sins, procés
sians of repentants travelled through Europe making pub-
lic displays of whipping, scourging, and other mortifica-
tions of the flesh. These manias were targets of the Inquisi~
tion, although therr persistence throughout the Middle.
Ages attests to the futility of any attempts at sﬁppressing
them. - . ’

There was a lighter side to medieval dance and the
minstrels and jesters provide good examples. Minstrels,
travelling entertainers who sang, danced, played instru-
ments, and recited verses, were often of noble birth and
were popular at fairs, inns, and castles. In the late Middle
Ages even the Church employed munstrels, who after play-
ui at the Mass would step right out of the chapel and ntq_
the dance hall.>* Clergy patromzed munstrels for their own
entertaihment and for celebratmg holy days. In the mud-

" thirteenth century, court jesters appeared, enlivening the

castles with their dance, games, songs, and wit.

Condusion ]

The early Middle Ages were a time less concerned with
the arts and education than with political struggles, war-
fare, economic survival, culture clashes, and the spread of
Christianity. The overwhelmingly negative aitude of the
Church toward the human body and to earthly pleasures
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brought about the decay of theater and the widespreadl
condemnauon ofany sort of dance dunng the penod from
400— 1000 A.D, despite the chndesune activity of certain
clergy and itinerant entertainers. . .
By the tenth century however, Chnstianity had finally
established a strong political, cultural, and moral domain.
Through Church influence and investment, classical edu-
caton arid the arts once again began to flourish, leading to
the small bloom of twelfth century humanism, and then to
the great flowerning of the Renaissance, when ballet was
born. The Church’s attitude toward dance, although offr-
crally-and sometimes in-practice negative, can actually be
seen to have. contributed to the growth and encourage-
ment of later medieval European dance, as evidenced in

" the development of liturgical dramas and the evolution of

social and professional dance forms.

f wéare tabelieve the secondam sources, supplement-
ing our inquiry with direct references to the wrmng,s of
.medieval commentators, then a revision of our view of the
Catholic Church and dance is in order For it appears that,
perhaps much to 1ts own surprise, the Church became the

foundation from which European theatrical dance forms

were built. This view awaits further validation through a
more thorough study of the primary sources themselves.
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stern’ cvilization's relationship §1th sacred

. \ R / dance has changed with the ev olving theology of
Christianity and -1ts interpretauon of Biblical

sougces The first five centuries of C}Tnsuamt) firmly estab-
lished ritual church dance as a way of expressingjoy, ¥%ay

of salvation, and a way of praise The most common ac-

ceptable form of sacred dance was in imitation of the

Knows Not the Way .of Life:
the Cfoangmg Relationships of Danice cmd Religion

angels although other forms did exwist Early Christian

dance served as a living expeérience of the mysteries of the
faithand ofthe j joynvolved in its revelations. However, the
period in Church history between the sixth and fifteenth
century was marked by ambivalent attitudes toward sacred
dange and dance in general This ambivalence survived
into the religious tradinons of modern times. It 4 only
within the twentieth century that dance has begun once
again to find an acceptable and welcome entry into reli-
« gious worship.

‘In the fifth century, dance and theatre in Rome had
degenerated to a spectacle of brutality and eroticism. Early
Christians having suffered under these Roman excesses
‘condenmed the Roman way of life. Because dance was an
integral part of Roman life, dance as a spectacular enter-

, tainment was condemned by the Church fathers.

- The Church became the only power that remained unaf-

' fected by the collapse of the Roman Empire, By the ensu-
ing loss of faith in the existing institutions and cultural
‘traditions, and by the loss of hope in life. Therefore, it was
Christianity that became the revolutionary force in Euro-

peancivilization G.G Coulton stated that it was Christian- *

ity which took more men out of themselves, and took them
* farther than any other recorded event in Western history.!
- By whatever process, Christianity fused into one single

* wiré the main strands of pre—e\:xsung thought. Roman State

Religion;_Philosophy; Judaism, the Oriental Cults. From
the first it took its impressing ceremony and system of
government, from the second, higher speculation, from
the Jews their monothexsm and from the Cults their mystic
exaltation. .1 . .

As the Church’s authomy grew as a spiritual leader,
teacher, and lawgiver to the West, it started to regulate all
+ forms of activity This incl ded legislation on dance. This
legistation first concentratéd on theamcal dance and reli-
gious ¢ dances which had degenemted or which had be’

. come excessive.
) g 19
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Nancy Brooks Schmitz

Sacred dance was a form of expression that the people .
" appreciated and needed. It also served as 4 way of enticing
pagans into Christianity. The motifs of pagan dance were
often 50 similar to Christian sacred dance that only new
symbolism needed to be assuciated. Also, the early Chris- .
tian missionaries won convents of the pagans readity when
they incourporated the established worship, forms of the
pagans, including their dance, into the Christian worship
Lewis Spence writes that
When a religious system is suppressed and another
takes zts'ﬁlace and official status, the customs, assoct-,
ated with the older faith are not easily discarded by the
Jolk. The sanction of tradition keeps them alive. The
Church might thunder at the peasant or appeal to humn
to desist from the practice of bis antique pagan rites.
But the peasant was taking no risks. He had g lively*  °
dread of the elder gods and no mind to oﬂend them.® ¢

" Often old rites were secretly mamtamed the ume inevna-
bly arrived when the origin and meaning of the mual were
completely forgotten by the people whose ancestors had
’ ce]ebrated them. Once the significance of a custom was
lost its progress and development discontinued. There-
fore, the observance of the custom begame merely me-
chanical or misunderstood as being an amusement or -
) pastime. * . - :
Two different sacred dance tradxtxom developed durmg \
the Middle Ages in the Christian Church. The first sacred
.dance tradition was a dance _performed by the clergy as |
part of the service. The second tradition of sacred dance
developed was connected with church ceremonies or fes-
tivals. In this tradition, the dances were performed by the
" congregation with approval and guidance of the church. «
. These were known as popular sacred dance. .
Movement was ritualized in the sacred dance per-
formed by the clergy. In most cases the dances were
performed in conjunction with saints’ days, Christmas, or (
Easter. These dances either followed processional formor . .
round dance form. The movements were symbolic of the
theology of the church. The congregation were merely
spectators of a ritual act.  *
During this particular period, the Mass developed. The
Mass actually{was 4 dxscxplmed sacred dance. There were 73

s -
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definite’ mowementb and postures for the participants This
was especially true for those active in moving the ritual
articles, such as the candles, books, or censors Margaret
Fisk cites the Catholic Encyclopedic Dictionary as the
source for a statement concerning dance. “Some. of the
movements of the ministers in sacred ceremonies such as
celebrant, deacon and sub-deacon arHigh Mass are 1n the
nature of a furmal dance.”® Other-sources find the Mass
simular to David’s dance befurge the Ark, performed 1n slow
motion. :

The second tradition of sacred dance was also per-
formed most often 1n processional form, however, raund
dances were also popular. Dances usually took place not
only in the church, butinthe Liurch)ard and surrounding
countryside as well These dantes took place during relr-

. gious festivals, saint’s days, weddings, or funerals. This .

type of sacred dance became difficult for the church to
regulate since its popularity was so great. Because of the
nature of the dances and the occasions upon which tHey
were performed, the dancers were often spontaneous 1n
theirr movements. The veny nature of the dapces such asthe

rhythmic sdemping and hopping steps often caused an -

uncontrollable ecstasy. These dances were also accom-
panied by feasting and drinking. Probably all of this con-
tributed to the excesses frowned upon by the Church.
Prohibitions against religious dance intensified during
the sixth century. But wiule-the church hierarchy issued *
edicts against dance, the priests and monks were reluctant
to enforce them. This was probably because the writings of

Judith Rock ih “Breath Given to Clay”

Pbotograph by Mary Pettts

the Church fathers were the principal object of study 1n the

. monasteries and in the training and educanon fqr the

_*who remarked, "

" theologies of the churc

-

priesthood. Since the Church fathers had often written of
the' meaning of sacred dance, anu had not uppused u, the
priests and monks could not concur with the prohitations.
Therefore, in most cases they Lontmued to 1gnore the
edicts.

At first these edicts were aimed at Contrullmg €XCesses
during the dance festivities or at dancing taking place at
inappropriate times. During the fourth, fifth, and sixth
centuries numerous religious councils ordered the dis-
continuance of dancing during the nightwatches on thé
eves of saints’ days. In the seventh century, edicts were
1ssued to ban the Fesuval of Fools from the church and to
prevent indecent songs from being sung at festivals®

Gradually, the number of prohibitions Multiplied. Pro-
hibitions were not only aimed at excesses, b{ut at all sacred
dance. However, this wasmnot consistent. This can be seen
in the edicts of the Council of Toledo. In 539 A.D. the Third
Council©f Toledo issued a warning forbidding dance in
the churches during the vigil of saints’ dq)s In the next
century, the Council forbid the' Festival of Fools with 1ts
music and dancmg. In that same century” the Council
suggested that Archbishop Isidure present a ritual rich 1n
sacred choreography. This ritdal became part of the Mass
known as Mozarabe: It was used in the sqven churches in
Toledo and in the Cathedral of Seville. Thé\dance involved
became known as Los Seises. Its practice continued 1nto
the present century despute all opposing edicts. In fact, 1n
the fifteenth century Pope Eugenius 11 ordered this dance
to cease. However, the choristers or choir boys were
brought to Rome where they performed before the Pope
‘I see nothing in this chlldrens dance
which is offensive to God. Let them fontinue to dance
before the high altar.” Backman writes that this dance most
probably symbolized David's dance before the Ark. He
also states that interpretations do exist which indicate that
the dance represents the dance of the angels as well.}

3
Numerous édicts were aimed at preventing women -

from dancing and singing in the church*or on the church

porches. Also prohibited were “devilish” songs which -

were popular to sing for the dead during the nighe.
Backman speaks of threats of excommunication at the
beginning of the tenth century for those women who
visited graves in order fo beat drums and dance round
dances.® .

These edicts occur concurrenfly' with the changing
Coulton exphains that stress was

laid upon‘the fall f mar@ith the idea of the- body asevilin

. contrast to ‘the divine soul® In conjynction with this, the

pleasu;es of the body were denied. Gaiety, laughter, joy,
singing, and dancmg were viewed as not befjtting to the
Christian. Festivity and dancing was considered pagan.
Instead ‘of aiming the prohlbmons toward the excesses
which accompanied the dance, .e.g., dtinking, smgmg
obscene songs, and wearing of masks, dance was prohi-\.

. bxted'altogether Thus beginning in the thirteenth century

and commumg into the sixteenth century, complete pro
hibition of sacred dance was ordered.

'. ﬂ;’v(‘
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Reasons for these bans were based not only on per-
ceived excesses, but also upun such ideas as. one should
listen in silence o the Word of the Lord, dmcnng and
singing were the work of the Devil, dancing lowers the
dignity of the churéh, dancing desecrates the church and
churchyard, ring dances disturb divine service and rever-
ence for them Backman cites the Council of Narbonne
which attacked church-dance in the seyerest terms.

-

Since to the dishonor of the Christian name, and 11,
contempt of holy things, thete are performed ring-

. dances and bop-dances and other three-step dances,
as well as other improprieties, the Council desires 1o
root them out entirely, so that benceforth nobody will
dare to dance in a bholy temple or a cburcbyard
during service !

Sacred dance by the dc;rgy e\entually stopped but the
Church remained unsuceessful 1n suppressing pupular
church dances. The numerous edicts only served w push

cemetery, and eventually into the streets. It 15 evident that
the church fought long tu abulish dance wath little success.

It was the Reformation which ultimately succeeded in,
suppressing sacred dance - .

There were mgqgal, doctrinal,’ economxc and pohucal
causes of the Reformation which began in 1517. Th&"lead-
ers of the Reformation were highly criticai of traditional
church customs They fought to suppress the use of images
and the worship of sairits. They also sought to suppress
pilgrimages and processjons. The Reformation was an

“attenpt to revive the democratic outlook of ptimitive

toleranc€, and freedom. But much of thgs ideal was losti in
the course of pushing the Reformatxon forward. It also
intensified the major struggle of Christianity, asceticism
, V8 humamsm or the soul vs the body The Re{ormauon
.preached the renunciation of the world. It was- totally
unapprecrmve of dance“and, other arts, as well 'is all
worldly pleasx‘)(es The mind was considered all unpor
tant The body was thought ofas without ¥alue in religious
grth and worship.” P
- The growing Protestant movement used the’ new inven-
tion-of the printing press to isgue tracts against dance. .
< These ' tragts w’ere often 'basedﬁion .mxsufformauon or '
mxsmterpretauons The reasons citéd agamst dancé were:
that, Christ’s ﬂ:;eachmg was of the spirit, not the body; joy
and smugement was in conflict with the Church, the body
was the temple of ¢ God It is jnteresting to note that these
’same reasons had been used earlier in favor of religious
danCe The Protestants based their theology upon The
Holszble It was the fault of the i m[erpreters that The Holy
Bible was belteved 1o forbid yoyzind Rappineéss. -
Tracts, repea(edly‘cued that dance was accompanred by
":nk_\ druﬁkenne‘-;s murder lewcjﬁess d1v0rce and nakedness.
- \\ ‘@Mﬁﬁ&ﬁamc:atnon it was conS:dered to be the

£
)

‘:' ~ "izofkof tﬁ deyll These tracts. pased their dcfense of their

Sﬂlomes dance.ls accompamed by feasurig and drmkmi
Herod &ad mamed h:s brodler Phxlhps wxfe Salome’

.

Christianity and its concern for social Jreform, equahty, .

.

ddnce was interpreted to havé been enticuffy smce 1t Way
said t have pleased Herod so.that he gave her dnwhmg,
she desired whiCh was the head of John the Bapust. There-
fore, Salume’s dance 15 associated with the evils of g glut-
tny, drunkenness, adultery, and murder. By way of asso-
clation dance was, therefore, evil.®
. Anothet Biblical source often cited was the dance of the
Goulden Calf. Since this.dance was performed around the
idotand QOd was angered, the mterpretauon was that God
disapproved of hoth the idol and the dance.

Some of the intensity of these tracts can b& seen in the
following excerpt from abooklet at Utrecht which Van Der

Leeuw cites.

-

réligilous dance out of the church, into the churchyard and ; N

-

" sins of impurj

The beathen are the ihwentors of dance. Those who
cultivate it are generally idolators, epicureans, good
Sfor nothings, despicable or disbonourable comedians

or actors, as well as souteneurs, gigolos, and other -

dissolute, worthless, wanton persons Its defenders

and followers are Lucian, Caligula, Herod, and simi-

lar epycureans andathiests With it belong gluttony,

drunkenness, plays, feast days, and beatben sants’

days® _ . ' ] i\ /

A new’ rea.son was added to the growing hist against
dance. This was based upon the seventh Commandmeht
which was jnterpreted to forbid not dnly adultery, but all
such as unchaste looks; words, jokes and

* whatever violates modesty-or leads to impurity. It was

. therefore taught that one must avoid curiosity of the.eyes,

. vanity, and immodesty in dress. It was also taught that one

must avoid indecent dances and contact with the opposite
sex. Thus the idea of the connection between the body,
dance and eroticism is brought into’the open. It is for this
“reason that the real disapproval of$acred dance by Christi-
anity was generated Van Der Leeuwasuggested that dance
even in the simplest and most proper form brings out the
glory of the body and attracts the: opposite sex.!® Harvey
Cox 'stated that dahce'both uses the body to celebrate and
also celebrates the body." In its teachings, Christianity
“has been the ougspoken enemy of tht body and all the
sensual pleasures, none of which are believed tq,be inno-

only guilt which as passéd ofy feom generation to genera-
tiorx Tt preached.me idealof yirginity and mortification of
the flesh, Van BerLeedw. wrilés thax '

1t is obvious that a w’ew of Izﬁe that shrinks from the
LYody cannot stand for beautiful movement, that a
‘religion which exalts virginity above all must bate the
enticements.of the moving body,"that-tbe hope fgr
releasefrom e body of this death expects.no. be

from any of feeling, and. certaml 7ot <
j?‘Om any the holy, tbrougb dante 12

feturn to a purer “form of Chtisti-",
amty by putting grester emphasis upon the cessation ofajl .
religious dances. In addition, the church insisted upon a
liturgical unity without any creativity in worship. There-

unter Reformauon that tbe .

-
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fore, wnh‘the mcreasm;, pr N em ?e sefau l“éﬁglou%

‘dance and no possible way fQ; reauve‘ n\qi e lglouw
dance either \dnsappearcd jved” x‘?q,l.rted
places, oranlcertain religious .1‘1 é m}é fq[k
expressions at weddings smd turfer: .c)r g:,emyged @e\
miniscent n the Mass R R
. LB .f
. Dance barred from the church, "and dxﬁx‘c

. -

began to manifest self ether as a the‘ltrlc‘ﬁ enl’e'
or as a folk art. It.was only in wolated areas ‘g
remamned a part of the rehgious worship ()fthe‘:pe;opl
Thus it was that the dances of “Los Seises” 1n th Cathgg
-of Seville or the processional dance aroundﬂ e almr :u

- Echternach, Luxembourg which existed into ft la’(‘esem
century as remnants'of medieval Christanity. « 45 o4

Even before the sixteenth century, rehgious® ‘hce had

become so0 severely rituahized that its very life it feehirig -
had been sque&ed from 1. Only in the popujag religious
dances did spontaneity, creatnity, and honesty 1n feeling
conunue to persist However, with increased pressutes of
the church, civil authonties, and finally the Refosgnation, |
these popular dances hecame more sedae and mualwed
antil finally they too disappeared What'was leftto Christ- ~
anity then was an anti-festiye, joyless spifit. Y

.

e

the village square” It became a source of light entertain-
ment and a means of socialization and unifigation. The
conunuing urbanization of the population took the people
farther and farther away from the greatest sdurce of relr-
gious inspiration— nature. The new culure of the cities
was based not only upon Protéstant and Roman Cathohic
influences, but also upon sciengific investigation, the intel-
lect, and industry. °
The culure so focused upon the processes of mdus
trialization that the people lost conmct_mth théir bodies
and consequently with their spirit as well. Alienated, there- *
fore, from his identity, man became an image without
personal humanity He became part of an aliengted Soci+
ety, a society which treated man asa replaceableg'nachme
s P WS from this type of society that the United Sqciety of
Behe»ers in Christ’s Second Appearing, commonly callel
the Shakers, separated themselves in the latter part of the |
eighteenth century Strangely enough, this rehgnous seo
developed from Huguenot sects whbse ideas tescended
from a dualistic religious movement of the thirteenth cen-
fury It is notable that the dualism, the spirit Ng@body, of
the Shakers was to manifest 1self in a totally unique man-
ner. Instead of opposing dancg,
darice as a vehicle for greater spmtuahty In 1776, under
- the direction of Ann Lee, a small group of believersestab-
lished a community in New York. Accordmg to Edward
Arrews this 4

<

4

'. Sellowship followed the examplerof the primitive apos-
tolic church; men and women living todetber in celi- *
bate, confessing and forsaking ail flesbly practices, _

. working industriously with their hands, holding all
gadm‘m common, speaking and singing in” un-
qnown tohgues worshiping joyfully, preaching that -

e T
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Expression through dance furned towarJ theshegire or *®

the Shakers-used the r Another sotirce, Damel Rathbun is quoted

I

N °

Chitst bad actually come 10 Iead believers to a per, fect,
sinless, ever 1¢Lsfmg life —the hife of the spmt: 13

A

This sect rapndly gdmed converts Gradually the téla- -
- tively simpilé elements of Mother Ann’s mystic faith were
developed into more el.lbomte beliefs By 1808 the doc-,
tine of a dual Diety, dr masculine-femmine Godhead,
. Simifar tq that of the Hmdu*rehgnon was formulated. The
“'.«scven principles of thé, clatch (duty to God, duty to man, *
epay‘ﬁmn from the world, peace, emplicity of language,
rnght use oOf property, and celibacy) formed the prdCth‘ll
and exterhdl law of the life of the Shakers by 1823,

The songs Muslc, and danges used in Shaker worship
were Inseparable forms of expressing praise, joy, need, or
union with*God Originally, their dance was not an orgas
nizéd form 8f wors]np The first meetings were, oftef form
without structure, “Andrews relates from Shaker records,

Affer a&semblz'ng together dnd suttng for a wile in
Silent meduation, they were takin with a mughty
tremblmg at orlJer times they were affected with a
mughty \Im/emg and were occamonal?; exerctsed 1
singing, shouting, or. walking the floor, under the
mﬂueigce of spirntual signs, shoving each other
abowt — gr suiftly passing and repassing each ovber,
like Clouds agitated by a mighty wind, **

Ky

‘Meetings became a scene of trembling, whirling, shaking,
quivering, sighing, groaning, crying, screammg jumping,
turning, stamping, and falling, .

Andrews quotes cOntemporaries of the Shakers as
sburces for information concerning how these worship
services appeared to outsiders. From a source concerning
Heavy dances he quotes that it was performed

»

bya perpetu&l springir
Sour inches up and doivn, both in the men's gnd
s o women's apartment, moving about as thick as they
can crowd, with extraordinary transport, singing
sometimes one at d time, and sometimes more tban
ore.
The elevation draws upon the nerves so as that they
bave intgrvals of shuddering ax\ if they were m astrony
fitof the agwe They sometimes clup hands and lead so
as (o strike the joists above t/Jezr\heads They throw off
their outside garments in tbese exercises, and spend
their strength very: cheerfully this way '*

4

@

ueryone acts forlnmself and almost eteryone di [fer-
ent from the other; one will stand.with bis arms ex-
tended, gcting over odd postures, which they call *
s’lgns anotber will be dancing, ane sometimes hop- »
ping on one leg abounthe Sfloor; another wnll fall t0.
gmmg arpund, so swifl, that if it be a woman, ber
. clothes will be so filled with the wind, as though they *

uere kept out hy a hoop, another will be prostrate on
the ﬂoor another will be talking with somebody, and
some sitting By, smoking their pipes, some groaning
ntost dismally; some tr emblmg extremely, others act-

C0nT
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&from the bouse floor, about - -




. . »
ing as though all thewr nerves were conp ulsed, others
swmnging their arms, wuth all vigor, as though they
wereyturning o wheel Then all break off, and bare a
spell of smokimg, and sume times greal fits of lah
ter 16 B .

The Shakers termed thus experience labouring, Its pur-
pose was mortification, the debasing of pride and self in
spirit through humiliation of the body., All the movements
af the dance, the shaking, falling, rolhng and whirking
were a means 10 loosen the bodily ues, the sins, and the
faults to cause a purification and simplification of the spirit
Therefore, through the ecstasy of the,danc'e a means of
cleansing the spirit was estallished which she Shgkers
begeved was an acceptable work of God, mianifestathons of
a superhuman will to which they had to submit Dance

. which had originally been ag lnv()luntar\ reactioh to their

emotion was integrated as a \olunmr\ duty of,religious
worshlp 3
The Shakers had to ]usuf\ theit use’of dance to the
outsidg world which had learned to frown upon dance To
the Putitans who hived near the Shakers, dance was the
work of the devil, certainl{ not a fitting means of rehgious’
expression. The Shaker worship service aroused intense
prejudicesamang these neighbors. Often these prejudices

~-=led to pera&éuuon Thergfore, tracts were 1ssued which

listed scriptural references to dance. They pointed out that
since not a,single passage spoke against dance as a means
of sacred worship all opposition was unfounded. Edward
‘Andrews pomnts out that the Shakers Argued“ that the exces-
sesascribed to some in the dance should not obliterate the
dance’s function in divine worships Andrews cites Wells
and Green, authors of A Summary View of the Millennual
Church: »

" God has, crealed man an active, intelligent bet‘ng,
possessing tmportanl powers and faculties, capable of
sertirig himself accordmg 10 his needs and circum-
stayices, and be is required to-det 'ote these power and

. Jaculties (6 the service of God Since we are blessed

. with bénds and feet, those active and useful members

Q@ movements were introduced. Fatherjuscgll Meacham in--

ERIC

Aruitoxt provided by Eic:

of the body  ‘shall we wot &cknowledge our obliga-
tions to God who gave them in our devotions to him?

“This attitude of the body shoidd be such as 1o
express outwardly and asstst the inward reverence of

the soul. " ‘

By the end of the éighteemh century the nature of the
Shﬂ(er dances changed, As the suciety established itself
1nto a more furmal urgamzaugn .the mode of worship
including songs and dance became more organized.
There were several reasons why thgs occurred. First, the
fanatical zeal gpd energy of the community was slowly
direrted 1into building the society. Secondly, and prybably
most tmportantly, the Shaker-leaders realized that their
suCCess as 4 community rested upon their acceptance by
those living around them. Therefore, as they began to
open their meetngs to vthers, mudifications and rituahiza-
tion of their form of dance were affected. Set *dances

'_ )4‘* - v‘s_ QJ
. L / -

’

troduced the square order shuffle which he clumed -
have learned from « viston of angels danang before God.
This shuffle gradudlly l)§udme executed in amoststow and
sulemn manner with no'deviations g "glft.s'" enlnening it, -
Father Joseph's successor, Mother.Lucy \Yright, around
1804 envisioned the angels in heaven joytully skipping
Gradually, the speed of the shuffle accelerated to what was
called the skipping manner. “Gifts” once more enlivened
the servnce Even the old nwmnner, "back,” or "promiscu-
ous” manner of ecstatic dance was occasionally revived.
However, by 1815, with the advent of anthems, and written

music, worshup became once again more ritualized. Hand

gestures were prescribed for certain songs. Maneuvers

were estabhished, At first these maneuvérs consisted of -

single file ranks moving in fortvard‘and backward steps.
Soon ring-dances and the four-square form were intro-
dut€d. More-complex niovement patierns were ntro-
duced such as the gollow square, mother’s star, mother’s
love, square and cothpass, and walking the narrow path,
These patterns came to assume special significance. Ac-
cording to Andrews, they were symbolic of the travel of the

. soul heavenward.'®

It 1s significant to note that during those peniods of
emotional _stress which recurred throughout most
Shaker history, the ritual form of worship was fersaken. In
these highly excited “awakeénings” as these periods were
called, the old m#hner of "Back™ or “promiscuous” dance
manifgsted itself However, as the number of Shakers de-y
clined after the Cvil War, the worship form sfowly lost its
inner vitality of spirit Indeed they still believed in their
cause and tvpe of worship; but lacking the freshness of
new impetus; from inside the sect, their dance became
more and more sober. Without spirit, their worship form
became a, mechanical repetition of the old forms long
before the Shaker communitiesthad cedsed to exist.

The.Shaker rehgxuus worship form 15 lmpugdnt to un-
derstand eapeually since 1t 15 not far removed in history
from the present. Even though its vitality lasted a hittle over
a century, the pgttern of its development and demise was
the same as was followed by all rehigions. At first there was
a period of intensé, child-like mysticism This mysticism
led to 4 spontaneods, creative, emotional worship n
which ecstatic dance played an irreparable role with song
and tune. As the religious beliefs became more elaborate,
thé dance graduallybecame formalized and separate from
tune ‘music Wheneder there was a brief period of new
seligious impetus, the dance again became spontaneous,
and emotionally charged As the impetus and vitality of the
religious movement ceased, devotion to the form of wor-
ship continued, but tlie practfce was devard of spirit and
merely a lifeless repetition of ritual.

It is notable that even the justificatiops for dance in the .

worship senvice of the Shakers followed the same patterns
as did those for dance 1n the develppment of Chrastianity 25
a whole. In the first ecstasy of emotiondl respunse, wor-
ship was so integrated that no justification was needed or

. given. It was only after the elements of religious expres-

sipn begin to a&"pamte and mu%hz.e that justifications were

- . '
ey .
P .
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sented entire church services 1n choreographic form in
) ~ : ’

given Therefore, the dance was rauonahized acaordmg., to
.scnpraral references whlch menuch dince specifically
and then later to mterpruduons of r&lgnous beliefs -
ReRgious dance at the beginning of the twenueth cen-
tury was nothing more than a relic of thie past and a hesttant
awaiung of the future T()m()st people dance was incon-
cénable as an expression of the holy Elements of dance
appeared inthe church preserved orly as relics of the past
These elements were nituals devoid of real meamh;., In
tact, hfe 1self, so fr‘lctl(,nah/ed between the spirit, the
mind, and the body,"was devord of meaning With this
disintegration of the personality, man had Jost an impor-
Jgant key to happiness—his humanity. The dualism of
medieval Catholicism And the Reformation churches had

given the impetus and energy to the development of a

higher, more refined culture at the expense of the 1wdi-

vidual personality Mo&em man was a hollow shell, his_

body, mind, hd spirit Were no longer connected; he was
dehumanized and isolated not only from others, but also
“from himself Thus the man of the rwentieth century
strongly vearned for unity of life for harmony It was this
search for unity which hetped rediscover the Irue essence
of the dance as an expression of the spirit

Dance as a form of the rehgious expression of the
twentieth century did' not receive wts, impetus from relr-
gious groups Instead, it recerved not only its impetus but
its rebirth as a means of escape from the existing theatre
danee, c¢lassical ballet It was the art of Isadora Duncan
which caused dance to once more become something of

\
the spirit 'and the mind. Duncan hoped to bring about a-

renaissance of rehglon by means of the dance as expres-

,sion which’stemmed ‘from man’s inner self, lus emouons
Her autobioggaphy expresséd her feglings that dance
could be a"holy pursuit of highest beauty” and could help
people develop spiritually. Duncan's own [ife lacked the
discipline necessary for implementing these beliefs How-
ever, her dance and-beliefs did inspire others to work in
this direction, -

It was the work of Ruth St Denj$ and Ted Shawn in the
second and third decades of this century which truly gave
1mpétus to the rebirth of sacred dance, first upon the
concert state, then in churches. Ruth St Denis sought 1o
symbolize the spiritual truths found in the religions of the
world in her choreography for the concert stage. Margaret

~Fisk quotes Ruth St Denis’ statement of vision for dance
that it might leave “the lowlands of mere aestheticism and
eénterainment for the clear austere summuts of spiritual
revelation " Ruth St Denis is quoted as describing sacred
dance as a “dimension of the free moving of our divine
‘selfhood inany direction, in any’Posture, in any gesture or
‘thythm that releases our highest and most harmonious
existence,”" In 1947 she established the Church of the
Divine Dance in Hollywood which provided a place for
experimentation in sacred dance. It was her vision that this
experimentation might bring about a vital understanding
between the church and the arts.

Ted Shawn believed the dance was the, first and finest
‘means of religious expression As early as 1917 he pre-

74

over thirty cines His writggs, his speeches, .and  his
choreography promoted the 1dea of sacred dance Thus
intense behef n*a fugher purpose of danee was transmit-
ted W the many pupils of Denishavin, the school which was
“founded by Ruth St Dents and Ted Shawn l{ was t%r
vitahity of spirit which ingpired their students-not to™
particular tradinon of thovement, but to a sincere belief
thatdance not only could but must revegt man's inner soul,
his passions, his sorrows, his needs, and his yearnings
Thus dance once more became 'more than an amusemént
It could serve the spirit of fan, helping him to transcend
his humanity and causing him to grow toward love, cour-

age, goodness, and greatness. The stvle or styles of move- |

ment whigh evolved from this rediscovery were based
upon each arust’s individual quest to find a movement
source which could serve not only the body, but the ming
and the spirtt, oo These individualistic styles became
known as modern dance.

. Modern dancers and choreographers have -évealed to
us over the past fifty years that dance mouvated by the
spinitcan create a tremendous impact upon the spint of
the observer, awakening and intensifving his awarertess of
hfe Doris Humphrey, Charles Weidman, Martha Graham,
José Limon, and others have shown through their dance
that spintual themes can reflect ife and that life wself can
reflect spiriual themes. They have revealed to us that
dance has religious meaning, but that it does not only
express rehgious feelings. FOE as Van der Leeuw states

. all feelings, from the most solemn to most frivol-
" ous, find their expressiag in the darice The religious is
not a particular sensation alongside other sensa-
tions, but the summation of them all Thus the dance
can also serve a purpose which we too, would call

> religious.®

~

More than anything else, modern dancers have helped .

contemporary soctety to discover that the body 15 a beaun-
ful, expressive, and holy igstrument. The shame of the
body created by the dialism of Christianity 1s now being
replaced by a celebzation of the body. This celebration 1s
intensified by man’s inner need to integrate each of the
areas of hus identity, body, spirit, and mind and the areas of
life (prayer, work, and play) into a whole. ,

Only when all men learn once more to dance will a
general consciousness of life be created. Dance must be-
come a natural and healthy expre&sive medium once

“again. It is througlt dance that the body, spinit, and mind

can become integrated and man can once more become
humanized. As 1s stated in Lord of the Dance. -

Dancé—is an expression of the whole being and
wholeness is of the essence of Christianity, which-calls
Jor the devotion not of the mind alone, but of beart,
soul, and strength.”]

Dance can be the unifying action 1n hfe. It can be not only
amusement, but it can also be a useful and holy action. It 1s,
as Havelock Ellis Smes, ‘the loftiest, most moving, the
most beautifud of the arts, beause 1t 1s no mere translation
or abstraction from life, it 1s life iself, 22

’-
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. ' Judith Rock and Tom Martin (Body and Soul Dancebompany) in “Common Ground” by-Diane Koelin

The time has come when dance‘s is once again welcome
in many churches, One organization, the Sact€diDance
Guild, has done a considerable job in reestablishing the
! ties of dance with the church It has encouraged inclusion
of modem dance and rhvthmlc chonrs n feligious ser-
vices.

Dance in religious education today 15 based upon the
ideaof a living experience of God By dancing this experi-
ence, religion becomes a part of or a living thing. Bruce
and Tooke state that:

Unlike some otber Sforms of knowledge, religion can

.- never remain on apurely oreven mainly, intellectual
Plane, as a st(mc Jact or doctrine It has 1o be trans-*

T lated dpno rbe bemg

RS

Margaret Flsk writes that dance creates a stronger base for
loyalty tq the church through participation rather than

« intellectualization.She also suggests that participation in ¥

-dance creates 4 sense of belainging an.d’a feeling of signifi-
cance.? . .-

A much greater effect. will be felt if dance in religious
services is allowgd fo be the'deeply felt, spontaneous, and
creativé att it.once was. Man needs the ortunity to
uniquely respond to his feelings without th&ieed to ver-
balize or justify his reactions. Maxine Sheets believes that
dante is literally thinking with the body.>* A dance can bea
true expression without thought in words or images taking

. place. Throughout hxstvrrdﬁ‘nce as a means of religious

M exferience has followed the same patterns of develop-.-

El{lC : v

JAruitoxt Provided . ’

ment. These patterns of dance expression reflect the pat-
tern of the religion and vice \versa

We have come almost 2 full circle inthe'use of dance asa
means of religious expression. It 1s clear that, as Havelock

© Crag Vista Svare 1980 All rights reserved

A ]

Ellis states, “Dancing . . . cannot die out, butwillalways be

undergomg a rebirth ... it perpetually emerges. afresh
from the soul of the pgoe!e *¢ Even when seemingly
repressed, dance periodically. must break out through all
restraints.?” It is as if dance responds to.an inner need S0
basic as to transcend all culturaloverlays, It is from primi-
tive times that movement has'denoted life. It is even in our
time that the mysticism of life is mahifested in dance
@ance is Religion. For in dance, man ‘succeeds in trans.

cending this world, becoming one{h the mﬁmte or

. . divine.”.
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. Religion and Ritual:
Darice of the Plains Indians

large cultural area that extends from T‘exqs to Sas-
:~katchiewan and from the Mississippi to thelRockies,
includipg the land that was once the rolling American
praicie. Dancing was such a frequent amusement of all
tribes that the ceremonies themselyes were called
“dances” by the Indians. Dancing, Catlin said, entered into
their form ofworship and was away to appeal to the Great
Spirit, 1S pay devotion to medrcme, anda way of honoring
and entertaining strangers of distinction in their country.

C g

. The ‘Americdn Plains Indians are the inhabitants of a

+ I saw so many of their different varieties of dances
ahzo)zgyt the Sioux that I should be dLsposed to de-
nominate them-the “dancing Indians.” it ivould seem

+ as if they bad dances for everything. And in so largea

village, there was-scarcely an bour in any day or

night, but what the beat of the drum could somewbere
be beard. These dances are almost as various and
di ﬂerent in their character as tbey are numerous-—-
some of them so exceedmgly grota‘que and, laugh-

able, as to keep the bystander in an irrésistiblé roar of v

laughtex—others are calculated to excite bis pifyand
lorCtQIy appeal 0 his sympathies, whilst others disgust,
and yet others temjj/ and alarm bim with their ﬁ‘ngt-
JSul threass and contortions.! L At -

A brref description of some of the most 1mportant dances

with religious significance follows.
. )
' Sacriﬁce to the Mornifg Star *ir- )
. In‘this dance, a,Pawnee wayrior would eagture a young

maiden from a nerghborr g trrbe her body was painted
* redand sheand her male Captor were dressed in costumes

from a special medicine bundle. The ceremonies lasted

thiree days; on, the fourth a scaffold.was erected. The right
half of the captive was pa,;nted red; the left half was painted
‘ black She wore a fan-shaped eagle-feathered headdress.
A the rxsmg of the morning star, warrxors rushed toward,
 her as 1£attackmg the enemy and hér captor shot an arrow
through her heart with a bow and sacred arrow. Every
g : male in the tribe then shot an arrow into her body. Feast-
ing anid dancing,followed for threg plore days. The victiny
represented*the €vening star and the ceremony the re-
newa[.of life og .earth Thxs ceremony 0 the death” was

™ . KarenLynn Smith

eliminated after a warior who loved the sacrificial victim,
rode to the scaffold 4nd rescued her. .

Dance to the Cardinal Points

This was a ritual of prayer for long life for the pamupants
and the entire Sioux Nation. Stones and turtles the symbol
of long life and fertility) were alternated t0 form a wheel
with spokes Four couples advanced andretreated, turning
to face each of four directions. Men were painted with grey
mud; their hair was leose and had mud rubbed into it. The
women wore white dresses, painted their faces yellow,
“and marked a red cross on the forehead; they carried sage
and four eagld feathers.

4‘ “ N L4

The War Dance '
This ceremony began with the striking of a post by the
Chief in the village center and reciting his brave deeds;
others similarly struck the postand recited while joining
into the dance whrch, included pantomimic repre-
sentations of* mcxdents,.OE border warfare by warriors,
leaders, and great**men—allusrons to heroic deeds. or
subtle stratagetns of th%mselves or ancestors or descrip-
tions of threatening danger or.violence about to be per-
petrated The war dance was not graceful amusement nor
healthy exercise. It was ceremony, not recreation, and was
conducted wrth;heserrousness belongmg toan important
pubhc duty Victér ’nxrer in 1839 descrrbed the “striking
the'post” dance of the Osage in this way: «7,.?

.

e warriors made mamacal contortions, g‘z’zmpng
and capermg like madmen. These people, so senous
‘er<d S0 compbsed the day before, lopked as if they
were possdssed of the devil. They were making such
%ﬁa‘tbat they seemed to be on the point of dislocating
beir ja?vs ~rolling their eyes wildly and twisting their *
limbs about, mumbling indistinct words, and utter-
ing the war éry in-a low voice, beating drums'or
blowing the xeed flutes; some took up a wm;]tke song
which they, accompamed by strzkmé their fans on
somé pieces of 1ood. The dencers, out of Bredth and
covered with persptratton began to eat. L

s
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Victory and Scalp Dances ‘.

These were the most umversal of all dances. To the
Plains l-ndxan warfare was a game of tag,in which he fought
1o dlsungmsh himself in hus tribe’s eyes as reckless, daring,
andexcitmg. The rewards were honor, glory, and presuge.
Sioux victory dances lasted from several nights to fifteen
nights and were a combination of rejoicing and exulung
over vanquishingthe enemy and mourning his loss as a
brave man. They preferred to fight other Indians, because
they considered the white man an infenior and an adver-
sary. Victory dances included a parade to exhibjt ooty and
trophies vbtained during a raid, a give-away of pdty and
sclothing of the warriors, the warrior’s dance (o recount
coup and portray his part 1n battle, the womena dance
with scalps and other-trophies, general or social dances in
celebration of the victory, and a feast furmsf]ed by the
_ famihes of warniors 1n honor of their safe retprn.

: The Green Corn Dance -

This was a celebration of the new year ift which grat-
~itude was éxpressed through_elaborate rityals of thanks-
giving, purification, and satrifice. Old cll _pottery,
and utensils were destroyed, fires were ‘extinguished; and
new %es lit to symbolize renewed health, life, vigor, and
spiritual power From Canada to Mexico, the East Coast to
the Rockies, it 'was a time of amnesty, where hatred was
forgotten, crimes and injuries forgiven, and when
openheartedness and friendliness became the order of
- festivity.

.

- . .
’

- Y

George Catlin’s “Green Corn Dance of the Hidatsa”

On the first da§ of the celebration a decoction (called
the black drink) was made and followed by prayer and
purificdtion; on the second day the Ribbon Dance was
performed; on the third day the Feather'Dance was given;
on the fourth day a game of stick ball was played which
preceded feasting. Both ritual and social dancing culmi-
nated this event

Calumet and Eagle Dances

The Pipe (Calumet) Dance, and the related Eagle Dance,
served to greet strangers, create ¢eremonial friendships,

" bring success in hunting or war, bring good luck, oppose

bad luck, cure sickness, and make peace between warring
tribes Pipes were sacfed objects and were handled in
ritualistic ways—fashioned of a stone bowl, reed stem, and
a fan of golden eagle feathers The eagle was revered
everywhere as the r}nlei' of the air and creatures of the
alr—powerfuL fierce, and fearless the symbol ‘of purnty.
The ceremony conSisted of a parade a pipe dance, a
discovery dance, the striking-the- -post dance, a surrender

Cof persunal articles to uthers, smoking, and feasting. It was

.

a ume of adoption of “ceremomal” thldren (adults), and
ear-piefcing.

Movements were like those of the eagle—soaring,
swooping, falling back, and advancing against the wind.
The Jesuit, LeSueur, tried to prohibit the 'pagan™ cere-

. monies by forcing the Indian to ¢huose between Christian-

ity and the .calumet, the Indian chose the calumet. This
dance was much a part of Indian life, in f4ct; that he would
dance regardless of adverse‘cor}ditions; one account tells,

«

I S

. Pbotograph courtesy of the Nanonal Museum of Amertcan Art

b

(formerly National Collection of Fine Arts), Smuthsonian Instiuwution
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George Catlin’s “Mandan Buﬂ'alo Dance”

of a Cree Indian in 1848 who danced naked except for
breechcloth at -40° E.¥

The pipe dance was a contest dance which included
slow movements and pauses during which the dancer was
required to hold his position and not permit his bells to
sound. At the end of the song, the dancer was to leap ver
the fire, snatch the pipe, and raise it exactly wEer ast
beat was heard. Judges awarded prizes to the wi in
dancers The best attempt to describe the Sioux Calumet
’Danceﬂwas made by Father Louis Hennepin betwsen 1675 4

“and 1681 The Sioux hid just had a feast of bear’s mez{t and

were preparmg to send out a war party. Hennepih ob-
served: f ,
After the repast, these Savages buving all of them
tain Marks in the Face, and their Bodies painted
the Figure of some Beast such as everyone fancy'd
best, their Hair being also annointed with the Oil of
Bears, and stuck all ober with red and white Feathers,
and their beads cover'd with the down of birds, began
to dance with théir bands all upon their bip, and
striking the soles of their feet with such wolence
against the Earth, that the very Marks appeared Dir-
ing the Dance, one of the Sons of the Master of Cefe-
~monies, made them all smoke in the pipe of war,
bimself shedding abundance of tears during the
whole action.* -

The Sun Dance .
The Sun Dance was.called by various Plains tribes the

~,

Aruitoxt provided by Eic:

of American Ant .

o

Sun, Thirsting, Sacrifice, Offering, Medicine Lodge, New
Life Lodge, or Lodge of the Generator Dance. It was held in
“June or July for a period of eight to fifteen days and
dramatized the entire spmtual and emotional life of the
people—good overcoming evxl supplication for future
help and strength, thanksgiving, and blessing. It was a
sacrifice or self-torture dance thatwas a vow by the brave
to overcome the forces of nature, it was thanks given for
divine deliverance from great danger. A central pole sym-
bolized the enemy and was struck by dancers while
“counting coup” (recounting their glorious deeds). Partic-
ipants gazed at the sun while dancing, apparently never
suffering eye damage. Thg ceremony began with tribal
singers and drummers accompanying social dances and
special dances by warrior socxeues In some tribes the
sacrifice was a matter of “victims” skewered on their
breasts or backs and dragged around by the sharp sticks
,until their flesh tore’ loose. in other tribes, ten to ane
hundred pieces-of skin might Be cut pt’f by a friend. The
Indian considered “sacrifice of material possessions in-
ferior, so he sacrificed his flesh and blood (called the red
blanket). After offering the red blanket, the vicum rejoined
the dancers until he fell exhausted. He was forbidden to
pull the skewers out; they would be cut out by the
medicine man. This drama representational of captite,
torture, captivity, and escape, proved the courage of.the
Indian and demonstrated complete mastery over the
body.?

23
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George Catlin’s “Btadl Dance, Part of Mandan Okipa Ceremony”
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h{e Sun Dance is believed to have orrgmdted among the
M‘agﬁans where it whs called * ‘Okipa” or “O-Kee-Pa.” It
celebfated the deliverance from a flood or the induction of

a youth 1nto manhood, or was a prayer for an adequate
supply of buffalo. It was held when the willow leav
reached full size. Okipa began with the bull dance. Eié?
buffalo dancers wearing buffalo heads danced four imes a
day'the first-day, eight tumes the second day, 12 umes the
third day, and 16 imes the fourth day. The “bulls” snorted,
pawed, and bellowed, and were joined by grizzly bears,
bald eagles, antelopes, swans, beavers, vultures, and
wolves. During OKipa, torture candidates were pierced
and hung from the rafters of the earth lodge by their chests
and backs, four to five feet above the ground. They were
also pierced by skewers on arms, thighs, and below the
knees Shields and quivers were suspénded from (he arm
—_ Skewers, buffalo skulls w “§r<;_§_uspended from the thighs
and legs When the candidate fainted, he was lowered, and
the skewers were pulled ¢r torn away from the bod)
When he revived, he crawleéd to a large buffalo skull and
had the liule finger of his left hand chopped off. Then he
cramled to the central plazd where a pair of dancers
wrapped thongs around his wrists and dragged him
around the arena. Called “The Last Race” by Cathin, each
victim stumbled and ran, trying to remain “alive” for as -
Idng as possible (dead being synonomous with fainting) ¢

>
Sa
S

White observers were horrified and shocked by the sever-~
ity of thetorture. They did nat understand the Indian’s -

attitude of this poor sacrifice of offering material posses-
sions as a token of gratitude, since all possessions came
from the Great Mystery in the first place, to offer them to
Him was only, to give back His own. So the only sincere
" sacrifice aman could make was of his own body and blood.

'

The Ghost Dance o T !

Around 1870 a dance cult evolved as 2 means of finding

- racial equality sproviding a return to the old way of Life and
a return of wild game, and a hope for resurrection of the
dead. Wovoka, a Sioux of the Dakotas began to preach that
given four days and nights of dancing, the old people
would be rquvenated the dead would return, and things *
“would be as theywere inthe past. The ceremony was held

" everysixmonths, apd the relngxon spread acrogs theRlains.
The dancing induced trances in converts and promlsed the
revival of the old Indian ways, rh?&rn ofthe buffalo, and

the annihilation of the race responsible fom all their -

troubles. Circles with as many as three and four hundred
dancérs were seen by some observers. They danged fast,
oftenj in dusttwotg three inches dcep This tvas continued
until one, then another, broke from the ring, staggering
and falling in a trance. When the fallen dancers recovered,
they related thexr),visxons to the other participants. Con-
Gﬁggﬂned about the possibility of an Indian uprising, the U.S.
ernment sent troops+to put down the outbreak, result-
ing in the massacre at Wolnded Knee in December of
1890 where»300 Indians mcludmg women and children
were slaughtered. This ended the religion that had in-
volved 30-35 tribes and about 60,000 people.?

~

"« mately, with this rite.8

Y967. .
»> + Miller, Dhvidd Humphreys Ghost Dance New York: Duell,

<L)
b~

<&

Henry Schoolcraft most appropriately summed up the
Indians’ use of dance in"1848 in hus book The Indian in Hs
Wagweam: ) ’

Dancing is both un amusement and a religious ob-
sert anceampng the American Indians, and is knoun
to cons!z!ute one of the most wide spread traits in therr
manners andl customs It is thus interwoven IlsztglJ
out the whole texture of Indian society, so theit there is
scarcely an event, important or trivial, private ox,
public, which is not connected, more or less inti-

: s
..
The American Indian evolved a specialized, practcal
ceremonial system with which to control his hife. He used
rituals, dances, and games as a means of controlling the
unknown—to appease demons, spirits, and gods in search
of continued beneficence or aid. Games and dances
prowded spirit whxch%!:ed to & sense of unity, through
compeume activities and feats of skill the ceremonies of
the Plains Indians de\eloped sohdarity among the tribal
people. Dancing was as much a part of Indian culture as
eating, sleeping, and war. It served not only as entertain.

. menwbut as definite parts of rehgious and ceremontal

activities. The Indian d
liefs, his customs.

ced his religion, his social be-
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here is an’ old saying, “Never discuss religion and
‘ politics with your friends!” The reasons underlying-

this warning are that our religious and political
beliefs are personal and biased, which is to say, they are
accepted with uncontested deliberation and argument.
Does this warning also apply to discussions on dance? Do
our beliefs about dance relyprimarily upon personal, ex-
perience and parochial examination? Does the American
society and its institutions, e. g, religion, understand the
meaning of dance? Thé purpose of thisfarticle is to present
a parallel overview of religion and dance in Americaand to
offer some recommendations that may resolye miscon-
ceptions about dance that narrow its acceptance and effe¢”
tiveness in our‘soc:ety .

An Overview of Religion in America

- Although the phllosophy of religion is concerned with -

the justification of belief by means of argument, ‘éhei%
“religion” is vagué, unclear and argumentative. )’,t em‘arls
,behefs attitudes, emotions, and behaviors that contitute
‘one’s relauonshxps with the universe, with God, and with
‘otlier human beings.!. Rehgxon Jis a general term that en-

H ,compasses all deniominations and sects; it is a term that has

ibeen‘stretched by'some to include thds¢ who reject God
and argue that a belief in the fundamental goodness of
humanity is a religion. It is an msutunonthat;ﬁm&emmen
within the fabnég of our society and is a forc%;g)f social
reform and at umes a bulwark of consérvatisth.
Early American colonists were often religious dissidents
who frequently Jquabbled within their ranks about doc-
trine and social and political affairs, usually in 2 moral

... context. Thé flowering of the social Gospel after thé Civil

War witnessed an incregsed church membership, from 6

“percent in 1776 and 15 pefcent’in 1850 to 30 percent by

1900, 50 percént|by 1920, and 66 percent by 1950.2 Argu-
ments betwee Conservauve Fundamentalists and
Modern-frogressjyists were frequent and gave rise to
splintering rehgn($us sects. Following World War II critical
voices mmplafne? about complacencywithinthe Church
and argued thiatalthoughi there were increases in church
attendance, there were not necessarily signs ‘of growing

" faith but peghaps ‘%a reflection of the growth of the middle
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class and adoption by newcomers to that class of the social
habits expected of them.”3

The upheaval and radicalthealogy.of the.1960s, sparked —
- by the Civil Rights movement of the late 50s, rested on the

.belief that change was the preemment factor in modern
life. Society was changing, therefore, institutions, suchas
religion, should change with it. The 60s and early 70s were
times Of prétest, dxsxllus:onment and turn}onl in socal,

olitical, and religious spheres. “The general trend of the
new theology was away from elements of mystery and the
supérnatural and toward the mundane. Some of the new
theologians felt it was time for man t6 work out his own
religious destiny on earth without help of a deity.” All
traditional structures of. Christendom, particularly the
neighborhood church and synagogue, were increasingly

@ regarded as irrelevant and incapable of reSpondlng toe

societal needs. Rosten concluded .
that the fo es of faitb‘are experiencing the most *
profound altegations i centuries. Church autbomy

7 sed, Hallo wled canons
“ are being shelved. Religious practtcw ar€ changing

~

daily. Church leaders are beleaguered by new; bold, g

Rersistent demands—jfrom their clergy no less than

-from their congregation®

There is evidence that a profound religious’ revival is
mountmg in the United States due in part to the Evangeli-
cal movément. A Gallup Poll in 1976 recorded a rise in
“church attendance with 42 percent of Americans attendmg
a church or synagogue weekly. Gallup surveys also

“showed church membership on an upswing with about 70

percent describing themselves as church members.

" Roughly 60 percent indicated that religious beliefs are very .

important in their lives. Findings showed the Evangelical
moverment to be an increasingly powerful one and that 34
percent. of the members believed that they were ! “born’
again. " This figure represents nearly 50 million Americans,
aged 18 and over.®

This .growth in religious interest and activity in the

hd .

"United States is primarily found among young adults. Ac-

cording to a survey of 70 nations, conducted by Gallup
International Research Institutes, this countrylis the most

. rehgxous among advanced nauons in the world.? Thns isa 27
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unique country 1 that it has buth a high tevel of furmal
education and it displays a high level of religious behiefs
andpractices Nevertheless, the influence of religion must
be questioned 1n a society where moriahiy is losing its
influence Are churches simply filling their pews with
members lacking*geruine faith and commument® Are
there grounds for believing that the sprrit has gone out of

American religtbus institutions that historically have had a |
long, peculiar relationship with the creed of the democra-~

tic policy—"what has come to be called the civil religion
of America?”®

These quesuons challenge the hiturgy of rehgxous de-
nominatjons and Sects 1in America where more than 80

separate groups within tife Protestant Churth that com-*

pose more than half of alt the Christian population hold an
enormous range of Protestant beliefs. The Cathglic
Church, the largest dénomination in the United States with
nearly 49 million members, is no longer a_spiri;uﬁl’ for-

28
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tress, but since the Second Vatican Courrcil in 1962, “1tis g
questioning and divided church, troubled by Lolhdmg
purposes and visions "* A new age ha$ dawned for the
Cathotic Church, an age of aggrornamento, of rele».mce
Cathplics have been stripped of their St. Christopher’ med
als that ofice proclaimed their identity, They now share
with Protestants the same sacred supper.'®

This nation’s six million Jews are no longer isolated in

" urban enclaves, but are spread throughéut our society.

Today mdny have assimilated (primanily through inter-
marriage which increased from 6 percent in 1960 to 32
percent in 1972) and shed their religious identities while
retaining their cultural heritage ' |

Fifty years ago the Church of Jesus Christ of Latter. Day
Saints (the Mormon Church) ‘with less than.a million
members was primarily confined to the western United
States This closely bound society has grown to a nation-

. wide membership of roughly 2.5 million. It is not an easy

religion to follow'because it governs the indwidual’s total’
life in which wOrk is e'hroned as the ruling principle of a
Church that survived persecuuon and adversity and now

' - must survive success.'

The  Affican~ Methodist Episcopal Zion Church, with
‘more than one million members has struggled. since its
inception for freedom and ,usuce for all men, especially its
black brethren It has l?een a catalyst in the Civil Rights
movement.’?

Recently orgamzed rehgxous cults, f\.nmcularly the Un-
ification Church and the International Society for Krishna
Consciousness, have attracted up to threé million mem-
bers ' Over six million Americans participate in transcen-
dental mednauon 0 These new Yeligious groups will
most hkely encounter, the same harsh criticism that pur-
sued such groups as the Christian Scientists and Jehovah's
Witnesses because the religious and Cultural majority gen-
erally regard such new religious groups as subversive;
perverted, and clandestine.™®

In a sogiety of rehgnous plurahsm one rﬁust accept the
fact that “one man’s bnmrre cult-is another’s true path to -
salvation, and thd Bxll of Rights was designed to safeguard

‘ze.-,u,: - »

minorities front the man-on-the-street’s uncertan capacity

for tolerance.™” Minonty moyements need protection be- .

cause they foree us to look inward and examme gur role
within spciety. Inthis period of religious resurgence and
turmuil, established religions must pause and ponder
their purpose. It 15 a time to expel magnificent hturgu.al
differences and regressive behiefs so that human hikenes-
ses can be recognized. Then a wealth of talent can be
shared with energy and resolution for 4 more complete
munifestation of human potenual.
. - R

#

An Overview of Dance in America

. In 1940 Margaret H'Doubler wrote, “Dance today 1s
clearly in an unsettled state. Old forms and traditions are
being given up. New ones are arising to take their place. A
time of change presents a confused picture. That there 1s

-

this change 15 proof 1 M.d@g.ﬁgfg&njmll;_vml—_and.,.m._.f.w;

much more 5o than it has ev er.befure beeninthis country.’
This utaht) H'Doubler cla1m§ was exhibited 1n the “less
mature art forms,” such as tap, folk, and ballroom dancing,

" as well as the “more highly developed forms,” e.g., ballet

and modern dance, all of which were sumulated by some
kind of aesthetic experience derived from movement.'®
Today some people may argue that disco dance 1s also
aestheuc moverhent and deserves inclusion 1f' a contem-
porary definition of dance. Unfortunately the term
“dance” is no less elusive and imprecise than the tetm
“religion” in American society. =
+ In colonmal days the repressive and righteous Puritans
forbade mixed and promiscuous dancing of men and
women b) issuing tracts, against dancing, such .as one
entitled, “An Arrow against Profane and Promiscuous
Dancing, Drawn out.of the Quiver of the Scriptures.™!?"
Even Puritans equivocated on dance and pei'rhm,cjd it
when taught by a “grave person” who could affect due
puise, composure and good manners.?® Although resis-
tance to dancing seemed ever-present except in the south-
ern colonies whereﬁw considered an important aspect
of edutation, by the,u e of the Revolutionary War social
dancing had become mdely accepted+as a form of recrea-
tion and as ameans ofeducation for both men and womep.
During the 18th century other dance forms enriched
American culture. Ballet attracted unsophistucated audi-’
ences of wealth, especially in eastern cities. Black dance,
an expression of folklore, rehigious tradiyon, and,hybrid
forms aof white dance, eased the trials and mbulauons of
slavery and aegregauon ) of a muority and prowded enter-
tainment’ 4t the will of the ma}:nt) Rehgious dance ap-
peared in, New England and the Midwest among an un-
usual Protestant sect, the Shaking Qu'akers. “True behey-
ers” viewed dance as a form of worship performed n
search of communion with Gud. In spite of the growing

. acceptance of dance, all forms of dance, particularly sociil

dancing, felt the scourge of the Baptist and Methodist
fundamentalists preachmg the social Gospel. “There 1s nu
disguising the fact that promiscuous dancing, including
the Waltz and Round danues to which the square dances

’)1 . - -
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* dance’ W »gener.xﬂv oegﬁzc-téd’ To-the - rugged indi- .
vidualist, Jcsthetics were’ nOnproductlve At'the close of<'~
the 19th- -century dancestmggled agamsi two—socremfm ’
strtutqons, rengon and econn (Aics: ~,/whzte cducatron slowly

"yielded to'its. seducudnr FI O

. The inelusiofr of dance in in pubhc educatron durrng the -
early 20th centuiy résted’ ‘principally on accommodation.

*  Laboring-under Victoridn’ mﬂuenceL physrcal educators
included dance in their currlculum as a form of physical
activity, primarily des1grtq:l to méet the expressive needs
of females as opposed to the instruméntal needs of Males
satisfied thropgh sport participation. This mlsmnceptlon
of human sexuality perpetiated by society and reinforced
by parents and educators led to the development of sepa-

« rawr departments of.physical education in schools and
colleges where dance educators yrelded to, the Victorian
myth, I

., The democra;rc and individualistic Ametrcan sprrrt is”
reﬂected in the turmoil of theatre dance where modern
dancers rejected the formalism and’ elitism of classical
ballet in favor of freedom, emotion, and personal expres-
sion Although modern dance received}reater support in
educational institutions, both forms of dance failed in the
first half of the 20th century to generate large, literate, and
supportrve audiences whose principal concerns were

*  economic stability and national seturity. Ballet and mod-
ern dance had elevated dance as art forms generally un-
recognized and unsupported by the Americafi public
whose interest and involvement was manifested in a new"
form of social dancing, rock 'n’ roll. -
In the 1960s Americans became immersed in a cultural
revolution.”? Nurtured by technology and a new ally, eco-

e -7 -
- .

- nOmics, consumers sought cultural activities during their.

. " leisure time. Their demands caused government, industry,

private foundations, an tion institutions to reexam-

: ine their.funding prronﬁ%w§er the province
of the wealthy. 4 :

~ Bygthe mid-60s a new well-educated 1rmddle class of-

" feredbroad support for artistic expression. Today, local,

state, and federal agencies offer financial assistance while

professional associations provrde counsel certrfrcatlon,
and services to individuals,-companies, institutions, and,

. communities in search ‘of dance.

- The Natronal Dance Association estimates that there are
overone million ballet and modern daneas, teachers, and
professionals in the United States With increased private
and public funding these figures should steadily increase. -

Ty The International Folk Dance Foundation estimates that
'O .. -
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Religion and Dance in America/ "

The plurahstlc nagure of religion and dance 1s the basis

-~ for- considerahle mrsunderstandrng and false judgment.

- —
Without-cleat deﬁnmons, a drscussion of their relation-

ships rests on "parochial view and personal bias Not-
wrthstandlng the roughly one hundred religious denomi-
nafions and sects in America and what Elifeldt describes as

* the multitude of dance forms,?® 24 in all, these definitions

are posited to allow further discussion. Religion 15 a

societal institution in which members accept behefs and’

Vvalues about themselves, others, and a Supreme Being
who shapes therr lives. Dance is qualitative human move-

ment petformed with artistic and aesthetic purpose. Given
these derhnitions_, a natural and spontaneous display of
compatibility ahd generosity between religion and dance
in our sociéty can be expected.

The preceding overviews ifidicate a growrng.tolerance
for pluralism in religion and dance in our society. Cer-
tinly in ademocracy one must allew for the emergence of
new forms of rel:gron and dance that strengthen estab- °
lished forms. Nevertheless, religionists and dancers must
challenge the creed, credentials, and contributions of new
forms of religion and dance lest the distinction between
" religion and non- rellglon dance and non-dance, becomes
unclear and misteading. While organized religions have
vigilantly safeguarded, their members against the evils of
secularism and materialism, dancers by their failure to,

communicate the true meaning of ‘dance in the written or

verbal form, have neglected in part therr constituencies,
and in general, the American public. A clear distinction
between dance and non-dance is absent. Consequently,
" false judgment about dancey such as the following con-
temporary tract published by a religious firm is warranted:

. I flatly charge that modern social dancing is funda-
memally sinful and evil, I charge that dancing’s charm is
. based entirely on sex and appeal. I charge that dancing is
the most advanced and most insidious of the maneuvers
preliminary to sex betrayal ._j“ This, .view, although held
by a minority, contributes to “a vagué aura of sinfulness
thag clmgs to dance and which compels some school or
i cpllege ‘admiinistrators. to hesitate to provide dance

instruction—because some students or parents may find

it objectionable."?
Historically, we have brushed aside such objectlons as
1gnorant condemnations by an uninformed, regional
. miniority. We have failed to address such allegations that, if

¥

¥ ' ‘
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unchaﬁnged wxﬂ continue_to demean the eanmg of
-dance and allow its 1mp05te_r§ non-dance; tgz:educe and

- confuse the pubhc

Can we argue that dancing at the dnsﬁdtheque where

S substarfee abuse, psychedetic lights, andelectronic sounds

are used to entice performance, is a fornj of,dance? Can
: gne move agsthetically and artistically with a provocatively
dressed partner or are one’s movements based on sex
appeal‘(hat in effect, are publicly accepted forms of foré-
play,a prelude to-sexual encounter? In spite of these sexual -
. and sensuous detractions, it is possible for dancers to

/- move aesthetically and anistically; it is impossible for

non-dancers to dance. Instead non-dancers engage in
non-dance; thét is, quantitative human movement per-
formed without aesthetic and amsuc"’purpose They are
lured by materialistic entrepreneurs "and hedorists ped-
lmg novelty and sensation that offer litle to society and
offend the tenets of religion.sDancers must recall and

e
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Dancers have, fot too Jong, been performance-oriented
to the neglect of their greater rol€ in aesthetic education.

Neither practicing artists nor professional critics react |
with enthusiasm to the notion of aesthetic education.
The former are primarily interested ify Dproducing
works ofsart and not in talking about them or teach- -

ing anybod} anything. Some are articulate about the
meaning of art and the politics of drt, bist not neces-
sarily about the way in which they themselveg create -
wonks of qrt. They tend to walk to or at each other
rather than to the public i in general orto young pupils

”f public schools.?8 .
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9 .
\; v

’ o

[N g

K
s

i World Report 80:52-4.

and-World Repoﬂ 61:90-2. - .
BWeston, Martin ““The Ship of AME Zion Rxdes a Freedom

Tide.” Ebony 32.75-6. /
H*Rehgious Cults; Newest Magnet for Youth * ¢S. News and

BGallup Jr, George 1977, pp. 505 \

'*Briggs, Kenneth_A. “New Religious Movement. Considered,
Likely toLast.”. Time 198:15

2Cox, Harvey. “Playing lhe Devil’'s Advocate, as It Were'
19825 °

H'Doubler,"argaret N. Dance a Creative Art Expertence
Madison, W1. The University of Wisconsin Press, 1966.

l*’Dulles, Foster Rhea A History of Recreanon New York.
Appleton-Century- -Crofts, 1965.

®Marks, Joseph E. American Learns to Dance New York.
Exposition Press, 1957.
. HGardner, W. W Modern Dancing- in the Light of Scripture
and Facts. Louisville, KY: Bapust Book Concern, 1893.

22Tofﬂer Alvin The Cultura Consungers New York: St. Marun’s
Press Inc. 1964.

. BEllfeldt, Lows. Dance fipm Magic to Art. Dubuque, 1A: Wm. C.
~Brown Company, 1976. -
+*1The Modern Dance

®Krdus, Richard. History of the Dance in Art-and Education.
Englewood Cliffs, NJ: Prentice-Hall, Inc. 1969. -

26Broud?, Harry S. "Some Reactions to a Coneept of Aesthetic
Educauon.” In Arts and Aestbetics. an Agenda for the Future,
editedrby SlJnle\ S. Madeja St. Louss. CEMREL, Inc,, 1977

.

Jime

[ 4

~ *“Thurcliin the News Story of Mormon Success ” £*S News N

B

.

dleman, NC: Pilgrim Tract Society: .

o -




v

Jesus Chirist of Latter-Day Saints, has a history of

. The Morn}_on Church, formally called the Church of

vigorous participation in dance. From its beginning
w:th founder Joseph Smith in 1839 and in the contempo-
rary Mormon Church today, the amount of dance evident
in Mormon culture-caused a Time magazine reporter to
call the church the “dancingest denommaqon " Althouglil
not found in Mormon worship services, dance does exist

_in abundance inthe peripheries— in the recreational and

educational programis of the church. The place of the
dance in Mormon culture is best examined by a discussien
of Mormon participation in dance in the history of the
church and of the functioning of dance in contemporagy
Mormondom.

—_ . . -
Dance and the Mormon Philosophy

In the summatlon o the Articles of Faith written by
Church leader Joseph. ,vthere” is a short statement_
which concxsg!y_/c;xplams the Church’s encouragement’
toward the arts, recreation, and the dance: .

Ifthere is anything virtuous, lovely, or of good report,
or praiseworthy,que-seek after these things.* —

Neither Smith nor his successdr Brigham Young believed
in exclusively confining religious training to doctrine.
Both leaders desired to develop the whole man and em-
braced every good and enobling activity.in the secular as
well as in the spiritual realm. Brigham Young recognized
that he had been denied permission for physical expres-

. sian in his own youth and wrote that: '

Ishall not subject mylittle children to such an unnat-

ural training, but they'shall go (o the dance, study

music, read novels, and do anything else that will

tend to expand their frames, add fire to their spirits,

improve their minds, and make them feel free in body
. and mi'td . N

Because Brigham Young strove to recagnize the whole

" manand woman in chutch activities, he encouraged rec-

reation progrdms within the church to serve all ages. The

" . Retrenchment Society, later called the Mutual Improve-

ment Associanon (MIA) first composed of young women

/s
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. i .
/;d then young men, took the respoasibility of providing .

%

. life, and to praise the L

Georganna Ballif Arringtdn

wholesome recreation for the youth of the church.* The
first dance festival sponsored by the MIA was held in 1928
and the festivals have continued to the present.

The tabernacle and the theater were twp structures of
comparable lmporlance in the early Moemon culture, and
the compatible existence of both revealed much about the
Mormon CL:\jture. While the tabernacle was the center of

religious activity, the theater permitted education and rec-

reation. Both buxldmgs usually composed the foundation
of a new town. The “brush bowerj& 4 primitive structure
used for worship services, was the" “first structure builtin
the Salt Lake Valley by the Mormon pioneers in July of

' 1847. The Salt Lake Theatre was constructed in 1861 and
1862 at the request of Brigham Young.® W. O. Robinson,

organizer of the first MIA dance festival, described the
position of the tabernacle aw:e théater in early Utah:
“Around these two intitutions Yévolved pioneer life, ahd
by them was their piorreer life lifted up socially, cultugally,
spiritually.”® Eventually, the tabernacle was combineds
with the theater or recreation hall in a single building for
each nexghborhood Theaters continued to exist au:
tonomously, but the coupling of space for devotiohal ser-

- vice and recreation illugtrated the attempt to unify. the

purpose of each activity.
Brigham Young believed that dance, when ngaged in
by the pure in heart, was a worthy preparauon fot a prayer

meeting or any other rehgxous activity.” The phllosophy, .
 again rings clear. development of the whole man meant,

ideally, that both devotion and recreation would unite

man with God. . ! <

It is in this spirit that the Latter-Day Saints have ever
engaged in this recreation; and it is ire this spirit in
which the art must ever be practiced.®

Dance and Mormon _philosophy still enjoy.a com-

plementary, coexistence. Through the leadership and -

example of Joseph Smith and Brigham Young, the philos-
ophy of dance in the Mormon rehgnon was shaped. Their

23R

admonition to pugsue the good and enoblmg activities of

ith music apd dancihg are still
acknowledged.and followed. These attitudes provide the
underpinnings for the present church recreational pro-




. * the Salt

grams, which encourage participation in artistic, intelle¢:”
tual, and athletic activities. Boyd K. Packer, a present
Latter-Day Saint church authorxty, recently restated Joseph

" Smith’s philosophy of the pursuit of the exceLent thmgs in

life in the followmg admonition; ..

* Go to, then, you who are gi fted cultwate Yyour gtft
Develop it in any of the arts and in every worthy
example of them. . . irtcrease our spiritual beritage.in
mugic, in art, in literature, in dance, in drama.®

Dance in Mormon Hisiory

In the early nineteenth century many ministers
preached against the evils of recreation. Work alone was
the activity of the nghteous dancing was especially

.__fgrbldden Joseph Smith however, set a precedent by

encou.ragmg and personally engaging in the ‘educational

and social activities in the Mormon community such as
- music, dance, drama, and woodcumng bees.

After the ddath of Joseph Smith, Brigham Young, the

leader of the Mormon migration from Illinois, saw dance"

as a method of strengthening group morale and solidarity.
Dancing provided mass physical and emotional release
from suffering and hardship. As the pioneers journeyed
west, they met regularly to dance and sing, building their
courage for the Struggle ahead of them. The United States
interrupted Mormon migration in June of 1846 by‘réquest-
ing that the Mormons form a battalion of men to march to
the .Pacific Coast at the onset of the Mexican War. The
timing of the request could not have been more inconven-
ient. However, patridtic feelings for country prevailed and

520°men served. Colonel Thomas L. Kane was present at -

the farawell ball given by the Mormons in honor of their

battahon and described the dance of the Mormons in this

way: -

. " leading off thedancing in a great double cotillion,
was the signal bade the festivity commence. To the
cdnto of debonair violins, the cheer of borns, the
Jingle of sleighbells, and the jovial snoring of the
tambourine, they did:dance! ... French fours,
Copenbagen jogs, Virginia reels, and the like forgot-
ten figures exectited with the spmt of people too bappy
to be slow, or basbful or constramed Light Jearts,
lithe figures, and light feet bad it all their own way
Sfroman early bour till gfter the sun dipped bebmd the'
~ sparp skyline of the Omaba bills."® ‘

_+ OnJanuary 14, 1847, during the harsh wintér months of
the journey;, Brighaim Young recorded a revelation which
reads in part: “If thou art -merry, praise the Lord with
, singing, music, with'dancing, and with a prayer of praise
and thanksgiving.” This statement reinforced the function
and purpgse of dance as a Sustaining afid exulting activity
in Mormon culture. Aﬁer the Mormon pioneers settled in
e Valley, dance continued to be the paramount
recreation: “This activity was probably the most common
amusement of the founding of our State, being enjoyed j in.,
every city, town, and hamlet in Utah.™"! Dance was afi’
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important feature of every celebration. Schools for teach-
ing dance appeared in communities as-early as 1853. The
social hall and other buildings were constructed for the
purpose of this and other recreations. -

With the establishment of the Latter-Day Saints in the
territory of Utah, also called Deseret, and the achievement
of a certain degree of permanency, dance as an art form
emerged. The Salt Lake Theatre, built in 1862, was the
home for the “Deseret Dramatic Association,” a favorite of
-Salt Lake audiences. Within this association of actors and
Jactresses was Sara Alexander, performer of dance spe-
cialties and comic roles. Brigham Young felt that Miss

<Alexander’s contribution.to the theater was so essential.’

that he, in effect, “called her on a mission” to entertain the -
people of Salt Lake Clty. Before her term as a comic actress
and cer, Sara was engaged as a teacher to Brigh
Young’s children. In fact, Brigham Young'’s daughters be-
came so proficient in dance that thiey frequently appeared
on the stage of the Salt Lake Theatre.!?

While dance was being appreciated from aa observer’s
perspective in the Salt Lake Theatre, enjoyment simulta-
neously continued on a participatory social level. Brigham
Young’s colonization of the Utah territory brought
numerous chueches and church-organized dances to
communities whose recreational facilities were limited.
Soon however nen-church organized dance halls began to
open in the territory in direct competition with the church

¢ récreations."Controversy arose in the church about the -

propriety of both the- “gentile” dance [halls (those not |
owned by the church) and the new style of dancing arriv-
ing figmethe east and Europe (the waltz and other “closed”
positfon dancing). One church version of this controversy
is expressed in the followmg paragraph:

, in too large a niimber of public amusement
pléices, instead of being ouned by the [ church) wards
and managed by our-%ations, are held by
ordinary private corporations who therefore devise,

" direct, and control the amusement of the young:
people, always with an eyesfo, the main chance of
gathering the dollar. While some df the socials are
Jairly good, it is often the case that no protection is
vouchsafed the young people except their own often
wavering power of self-control. It is a condition that
needs remedy. The importance of owning our own
balls and of controlling and directing the social
amusements and recreations of our community is
only second to controlling and directing their morals:.
and religious training.*

In reaction to these controversies and other worldly temp-
tations cor}frontmg youth, the Young Ladies Retrenchment
Associations took a firm stand against closed position
dancing and sought to develop dance into a more worthy
direction for Mormons. N

In 1910 the Deseret Gymnasium was built in S2Tt¥.ake
City and used by students of the Latter-Day Saint Universi
and eventually the Young Women's Mutual lmprovemer?{
Association (YWMIA). The Deseret Gymndsium provided
young wamen the opportunity to learn and develop skills
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in appropriate social dances Ann Nebeker, a former
member of the YWMIA organization, was specifically se-
cured for the purpose of teaching dance, ‘gymnastics, and
athletics By June of 1911, courses in dahce instruction

. were offered throughout the church on neighborhodd,

'

. tegional character and traditions.'s

community, and regional levels with thc% philosgphy that
“itavould be far more credible to teach the youn how to
dance properly and gracefully than to offer criticism.”
Dance in the YWMIA as of June, 1914, consisted of

“Hewitt’s Fancy, the Scqtch Reel, andsquare dances. The
program of instruction proved successful and five of the
leading church schools arranged to offer a course in'dance
direction for YWAMIA leaders. During this time dance and
recreation were officially recognized under the'auspices
of the Mutual Improvement Associgtions Enthusiasm for
dance in thé churth grew, and orgax‘)xzed balls became an
important social outlet fér young people The evolution of
the elaborate ‘dance festivals began in 1922 with a daﬁce

In the following years, dance offerings continued to
grow and expand. The “Academy’ ‘changedto’ ‘Unwversity”
as the curriculum of the entire school was upgraded, and
the new school ook its plaue among other mj%; colleges
and universities in the country. Classes were adied 1n the
physical education| program which primanly Was con-
cerned with the aspdcts ofteaching dance 1n all 1ts different
forms. social, squargs tap, marching, folk, clog; modern.

Dance in Cont

Dance within

mporary Mormondom

the Department of Physical Education at
Brigham Young [University, one of the most comprehen-
sive programs of its kind in the country, offers an ambuati-
ous and challengjng curriculum. Success 15 credited both
to askilled, dedidated faculty and to the Mormon behief 1n
education and rdcreation. BYU is noy the only church -
Schoofl with a € program, however, the BYU program

exhibition at Saltair, 7 resort situated on the Gréat Salt ,* is a model for La er-Day Saint church schools as well as

Lake, which grew out ofthls enthusiasm.

The da'ffce exhxbmon was soon mduded‘as a featured .

event durmg a June conference, the major organizational
and rmational meeting of the MIA. As the years prog-
-ressed and the yguth of the ¢hurch be me more experi-
Cenced and skilled, the colorful dane programs gres 1n
partxcxpauon and popularity. Young ‘people throughout
the church were €ncou raged to take part, and the dance
spectacles were known to include up t0 10,000 individuals.
The.dance festivals continued through 1947 at Saltair, but
the festival moved to the Umg,ersity of Utah stadium where's
it contjnueé until 1973. Church organizations in various

parts of the United States and forengn countries now'plan .

their own festivals, which feature dances peculiar to their

The need for formal training of dahce educators was
noted by the church academy, the Brigham Young
Academy in Dance, -Provo, - Utah In 1890, Susa Young
Gates, daughter of Brigham Young, ipitiated a “Theory of

< Physical Culture” class which emphasized the health bene-

fits of calisthenics and military marching. During a trip east
in 1892, Gates persuaded Maud May Babcock, ateacher of
physical culturg and the Delsarte system of acting at Har-

vard University, to come  Utah and expose the women to
these important _idea$ of activity. As a result a sSummer

.course~in the Delsarte system, natural and aesthetic

movements for physical development and for expressions
in elocution, were offered at the church academy. Bal;
cock’s concepts of physical cultute and her successful
classes provided the underpinnings for the establishment
of.a department dedicated solely to the purpose of phys-
cal education.’é .

In 1913 the Ladies Gymnasium at Brigham Young Uni-
versity was completed and provided a new and spacious

facility for dance and other recreational activities. Dance .

was added to the physical culture course work, so that
from 1915 to 1918 professional dancing, social dancing,
and dancing and ballroom supervision were made avail-
able, and in 1921 t0'1923, credilve moverg%nt was added.
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« other schools an universities_across the country. Today
many performancg groups originate at BYU. The Dancer's
. Company, under Dee Winterton and Pat Debenham, orga-

** nized in 1976, currently tours internationally perfo

ing
and {eaching master classes. The BYU Internauonal{;olk
" Dancers, originated in 1956 by Mary Bee Jensen, has made

public relations and educational unit for the University.
Beginning in 1960, the Ballroom Dance Team has estab-
lished a reputation for.excellence both in té United States
and abroad, Because of the team's success, prestigious
‘dahce competitions have been hosted by BYU. The
Theatre Ballet, orngm‘atmg in 1968 performs on campus in
,operg and other dramatic productions. In addmon to the
° performance groups, dance at BYU is widely pamcxpated
in by the students. Socjal dance classes, for example, ex-
ceed-3ix thdusand students each year.

"Mormon activity in dance is not limited to church or-
ganization$ but is extended to the national and interna-
tlonal community Mormon culture and ideology have
mﬂuenced the sphere of dance through highly skilled
profes’sxonal educators, performers, and choreographers.
Pérhaps the most well-known figure is \’irgxnxa Tanner,
ac¢laimed for her teaching methods of creative dance for
childrén. With an unquenchable belief in the value of her
philosophies and teachmg approaches, Virginia exposed”
her students tQ opportunities and expgriences perhaps
unsurpassed anywhere in the country.

In 1953, Ted Shawn invited-Miss Tanner to bring the
Children’s Dance Theatre to the famed Jacob’s Pillow in

’«E?; Lee, Massachusetts. Overwhelmed by the bgauty of the

young performers, the nation’s foremost dancers acknowl-
edged the children’s skill with a standirlg ovation, Critic
Walter Terry referred to Virginia Tanner as a Mormon
teacher who is a genius in trammg}@xldren He conunued
in his review of the performance: S
From the first there was beayty. They wer j wonder-
Sully dtsczplmed yet gloriously free. It is difficult to
describe even the most polenl mmngzbles and the best

i
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fifteen annual European tours and serves as an important .
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Icandoisto sa) that the children danced as if they
had faith in themselves, bad love for those of us wpo
were seeing them actively belierve in lbelr God, and
rejoiced in all of.these .

.-

Tanner’s Children’s Dance Theatre, and hgr method of
teaching children have continued to impress addiences
and educators throughout the world In recugmtion’of her
contributions, Miss Tanner recened numerous honorany
degrees and awards, but her greatest personal reward was
to observe and participate in the growth and acconwplish-
ment of her students.'? Virginia Tanner was also the
motivating force in the foundmg of Utah's Répertory
Dafce Theatre. RDTcontmues today as a nationally known
force in modern dance.

, Another proneer of present-day dance actnity dnd of the
nse of the regional ballet company 1s L. P. Christensen.
Instructor of dance at the Deseret Gyrmgna$ium and a direc-
tor of the 1922 dance exhibition at Saltaif, Christensen
helped prgpare Utah audiences for the appreciation ‘of
ballet.” His grandsons, Lew and William have strongly

" influenced ballet in the western United States, espectally

the San Francisco Ballet and Ballet West. ..
wo important figures known both inside and outside
Mormondom are Shirley Rirte and Joan Woodbury, co-
founders and directors of the Ririe-Woodbugy Dance
Company. They have contributed Jo both the Latter-Ray
Saints church and the world through their gifts asmlented
performers, choreographers, and teachers. Their pupular
company of dancers 1s among the most widely and fre-
quently traveled groups in the country. Shirley Ririe has
also assisted the Mormon church by adding her words of
experience in choreography and theatre dance to ‘the |
MIA Dance Handbook.'® Her articles have helped
amateur directors through the challenging process of stag-
ing a play or musical for a church function. . .
Mormon influence has also been felt in the area of
movement education and in the Artists-in-the- bdwuls

program. Many teachers and pefﬁ)rhlers in the Utah area - -

have firned their talents toward these new fields of educa-
tion, Dee Winterton, a member of the Modern Dance a{)d

Musical Theater facultiés of Brigham Young University, is

also a successful and_nationally recognized movemem

educalor His professnonal code "to teach pedple, not pro-

grams” reaffirms Joseph Smith’s philosophy of the educa-
tion of the whole heing. Any attempt 1o list all those
involved in these prpgrams would be incomplete; how-
ever, Shirley Ririe, 4 movement specfalist herself, esti-
mates thae about one-third of the movement educators in

served as an end and a

" the AIS program are either frorlor are educated in Utdh

3«'
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«Dance in Mormon culture h

means to an end in the pursuit of the praiseworthy in life.

Dance has served asa means to gn end by increasing group
sohdamy and providing a vital, recreational outlet in times
‘of tragedy and difficulty, and served as an end in itself, as an
enobling activity adding to the grace and dignity of man.
The Mormon message has been consistent from the or-
ganization of the church in April of 1830 to the present:
“Man is that he might have joy."

’
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The words of Brigham \oun;, explan simply an
usely the phenumenun of the Murmons and the
cingest Denommation™: R

Our work, oureveryday labor, our whole lives are
within the scope of our relgion. This s what we

- believe, and what we try tg practice Recreation and
dwersion are as new\»alj' tu vur well:bemg as the
most serious pursuts of life. If you wsh to dance,
dance, and you are just as prepared for prayer meet-
ing as you were before, if you ure Samnts}’

. RN
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" programs is strictly a voluntary decision- of.each local |,
church. Each level of the denomination, local, state, and

~X or most of their history in America, Baptists, espe-
4i~cially Southern Baptists, have focused attention on

""" social issues which are individualistic rather than
institutional in nature. Opposition to dancing, one of these
individualsstic issues, has also existed since the beginning
of Americdn Baptist history. To understand the stereotype

of the non-dancing Southern Baptist and the modern -

"' . 5 .
shapé of that:image, requires consideration of several
factors. These are the structures of the American Baptist

church which permits individual member,and loca}

church decisions about dance, the attitudes toward dance
inthe history of the church, and the efivironment in which
dance is performed.

The Structure of the Baptist Church in Ameérica

The Southern Baptist Convention, the largest Protestant .

denomination in the United States, differs from many de-
nominations in that it Jacks the power to enforce any
position upon-local churches or individuals who com-
promise the ‘churches. The basic Baptist organizational
unit, and the only 6ne with any guthority to regulate the
behavior of the Southern Baptist member, is the local
church. Local churches choose messengers to attend the

annual meetings of their respective associations and con- .

ventions; however, participation in the denomination, in-
cluding electing the messengers to the annual meeting
and contributing money to, support the denominational

regional, remains independent of the others, with only
fraternal and informational relationships coritinuing.
None of the conventions can coerce the churches to adopt
_policies for positions opposed by church members.?

* Asa result of this structure, denominational statements
reéarding dance usually express opinions and call upon

- the churches to act. Local chyeches determine whether,

,when,"and how to discipline its members for participation
"in dances. If a member acts in ways which his church
‘considers reprehensible or immoral, however, the con-
gregation can exclude him from the membership afer

sincerely encouraging him tp'improve his behavior.? Bap-~

tist church merhbers have: ffequently fallen ugder. this
discipline for participating in(:i’
, ) .
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Dancing in Baptist History -

When Baptiséﬁfalk about “dancing,” they-almost always -
" apply the term to recreational dancing. The dance as an
artistic expression has seceivedvirtuallyno attention from
the Convention., The entertainment industry, especially
theatre and movies, has furthermore been criticized by
Southern Baptists, 5 ’ "

The Anabaptists of the Reformation period and Pietests
of the seventeenth century provide a historical back-
ground to the attitude W early Baptists toward dancing. .
Anabaptist confessions emphasized that Christians should *

ical, civic, and social involvement®' As early as 1526
Anabaptists criticized the Zurich cit§r council for permit-
ting frivolous activities such as dancing. A person accused
of belonging to the Anabaptists could clear himself by
proving that he “cursed, danced, drank heavily, started
quarrels, or beat his wife.”? The Pietist movement in Ger-
many and Scandinavia deeply influenced the revivalistic
awakenings in:America, both before and after the Ameri-
can Revolution. Baptists in the south and west grew signifi-
cantly as a result of the revivals and perpetuated the Pietist
disdain of worldly pleasures such as dancing.?
Throughout the history. of Baptists in the south, the*
churches and conventions have opposed dancing, but
prior to the twentieth century most of the attention given
to dancing originated orthe local church level. Before the -
American Revolution, Baptist churches regularly took dis-
ciplinary measures against dancing members. The Welsh
Neck church in South Carolina included in its church
covenant a committment that parents would seek to re-
strain their children from “wicked company and vain pled-
sures,”including. playing cards-and, “going to dances—
balls—and sinful assemblies.” Furthermore, the parents
promised not to engage in those pastimes themselves. The
church conseduently excluded members for dancing and
one for enrolling as a “scholar” at a dancing school.?
Typically a member accused of improper conduct was
" admonished to improve, with a church' tommittee ap-
o - this_purpose.’®‘In 1775 the Grassy Qreek
" chiarch of North Carolina excommunicated a woman who,
after admonitfon, “found no repentagce, (that is, she was
" unwilling to give up dancing).”" Again in the early 1790s

riotasshould |
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the Grassy Creek church voted unanymously that Chrs-
tian$ should nut frequent 'balls and assembhes “of the

¢vil Young people typically dance at school and home
parties, while adults usually go to & dance hall or a bar

wicked” and censured any members gu gule of attending
“balls or weddings where fiddlihg and dancing were car-
ried on.”" In 1880 the pastor of Grassy Creek church
noted the seyveral examples of disaipline for danung and
described suaial dancing as “unseniptural”™ and “pusitively
and specifically forbidden by the word of God ™ The
Elkhorn Baptist church in Kentucky exténded its disapline
to a slave for “getting drunk swearing & dancing.) ™
Denominational comments on danang began in the
twentieth century In 1913 the Southern Baptist gonven-
tion established a Social Services Committee and com-
bmed it the following vear with the Temperance Commit-
tee Fgom then until World War II, this expanded Commit-
tee devoted most of the spac&in its annual report to hquor
abuse and the eighteenth amendment of the Conétitution
In the early 1920s," however, four statements from the
Committee reflected the traditional Baptist attitude toward
dancing. In 1920 the report admonished churches to

provide alternative recreational and social opportunities ™'

somembers could avoid the “lascivious and deadly” dance
halls ' The next year dancing was identified, along with
moton pictures as a threat to the morals of young people.
The reportattributed the increased popularity of dancing
to World War I and contended that dancing’s danger was
intensified “by immodest dress, by close phys;cal contact
of the sexes, [and] by its lack of restraint.” Pastors should
not only protest the dance publicly but should also coop-
erate with parents in checking and abolishing it.'® After

recording some improvement m the 1922 report, the 1923
Socal Service Committee characterized the marathon.--
dance fad as a “disgusting exhibition” and “nauseating
excess”” which destroyed the modesty?éﬁgi morals of men
and women. Churches should take Steps. fo protect them-

selves from the “positive harm mherem in the modern
dance in all its forms.”" - .

No direct reference to dancing occurred after the 1923
report, butthe negatve attitude toward dancing remained
dominant. Preachers sermonized against dancing, card
playing, theaters,and movies as improper amusements for
Christians, while editors of Baptist papers and state con-
ventions protested recreational dancing and dancing 1n-
structions for students and military men alike.'

In 1936 the program of Bales Baptist Church in Kansas
City, Missouri, was spotlighted as a model for other
churches. Alvin G. Hause, pastor, explaimed the churches’
desire and need for a "separated church membership,”
that is, for members who did not indulge in activities

which dehghted the unsaved and unchurched. Hause in- .

cluded ballroom dancing in his list of prohibitions, al-
though he professed that the church was reasonable and
logical in its teaching rather than fanatical.*?

. -

The Moral and Physical Environment of the Dance

The -.environment where dancing occurs represem.s to
many Baptists, a moral void if not an overt enticement to

-

.

which spunsors danding. Youth dances, so the theory goes,
“are well-chaperoney, well-lighted, and unaffected by &
rect influence from alcohol and sex In fact, Baptists have
argued, most schoul and home dances are held in dimly
highted settings, and many students bring .1lguhulic bever-
ages Chaperones cannot provide adequate supervision to
teenagers Adults who dance compound these problems
by the facts'that consumption of alcohol 15 often encour-
aged and that no one attempts to.regulate the activities 2°

Bapiust.s have alsu been concerned with the moral envi-
ronment 1n which recreational dances are held. The feel-
ings that dancing arouses sexual desire cannot be demed.
Bapuists have consistently advocated and remain strongly
commutted tu sexual continence prior to marrnage and

. sexual faithfulness within marriage. For Baptwsts, even if
dancing does not lead to immoral acts, “lust, in the heart”
is an equally serious situation.

"Bapuists have traditionally opposed dancing because of
ats damaging effect on Chnistian growth, influence; and
witness. Baptist young people are usually encouraged to
ask the following questions: Would Christ dance?; Could

" you witness to your partner on the dance floor?; Would

you be able to kneel and pray at a dance? Since the obvious
answer to some Baptists 1s “no,” the question of dancing is
settled. . . -

In recent decades the attitude toward dancing among
Southern Bapyjsts seems to have undergone changes Offi-
cial statements have virtually ceased, and informal surveys
among freshmen classes in religion taught by this writer
indicate that very few of the students from Baptist churches
have ever heard da‘mg ever mentioned in a sermon.
Over half the students indicate that they participate in and
enjoy dancing,with little or no reprobauoq from their
parents or: church leaders.

-

A number of Baptist colleges currently offer courses
(usually in the physical education department) on folk,
square, round, modern, and social dancing,"and others
allow campus organizations to Sponsor dances off campus.
A few schools provide culturdl exposure to dance by pro-
fessional ballet performers, while-some offer instruction
.in dance as an art form. At times pastors and churches
privately and publicly criticize the colleges for allowing
“such courses and activities, and conventions have occa-
sionally expressed concemn, but these developments do

* indicate that the traditionally negative Baptist attitude to-
ward dancing is evolving into a more moderate posture,'at
least among the young and thQse who work with them.
Most pastors and other Baptist leaders apparently continue
to look upon dancing as a dangerous social activ ity recog-
nizing the impossibility of changing the course of affairs at
least for the present, they choose not to force the issue
Perhaps the passing of another decade will reveal whether
this trend toward dancing becomes permanently en-
trenched or whether Baptists will revert to an older, more
traditional view on dancing as a recreational pastime.
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hroughout the long history of the Jews, dance has

played a significant role in religious observances.

Dance has served to sanctify religious objects, to
express joyous thanksgiving and honor to God, and to
unite man’s spirit with God’s. Dance was never thought of
asbeing merely recreational andprofessnonal dancing was
generally abhored by the Jews ofearly times.! Dance wasa
holy, joyous experience augmented by e?harmg it with
others and especially with God.2 In the dncient Mideashic
commentaries the following question was put to the rab-
binical scholars of Israel: “Can you furnish for us such a

dance as that which the Holy.One; hlessed he He, will

-

°  provide for the righteous ifi the time to come?” The rabbis
replied, “The Holy One, blessed be He, will in the time to
come lead the dance among the rlghteous S8

Jewish religious dance can be traced L through history by

»examining the ecstatic dances performed in ancient festi- *
vals. The development of dance through the harvest festi-
vals borrowed from the Canaanites, the dance of the
Hasidism, and the present-day Israeli folk dancing.

-

Ecstatic Danca in Ancient Fwﬂvals

The early prophets of the Old Testament performed 4
. form of ecstatic dance which was an expression of strong
religous emotion. The dance would begin quietly and *
work up to a wild, rapturdus frenzy, consummated with a
‘trance-like state believed to be an ecstatic union with God.
" * Inthis state the prophet became a “mouth- plece” for God
since God's spirit was believed to have entered his body.*
, Althoughthere js a rather rare mention of dancing in the
" Bible, there is evidence that dance must have played a
sxgmﬂmnt—roleqn{ewnsh religious festivals. The Hebrew
" word for festival,“‘chag,’ 'orxgmallymeant a circle dance
performed around a%acred altar or sanctuary. This circle
dance must.have been such a pqncxpal or customary fea-
ture of thesé festivals and was in the form of either
" ‘processional or a closed crrcular formation. In ritual en-
circlement rites_throughout J history seven circles
were completed tosanctify or dedié;ate to God. Thig occurs
" “inthe marriage ceremony of the Jews of Persia where the-
* bride and groom are encircled seven times. Another dra-
* matic éxample of this was ‘when Joshua and his people

45

Jewish Relzgzous Dance

|

A 8

Laraine Catmull

® -

fall Joshua 6:3-5).3 ¢

The festival of Passover, or Pesach, is the mostancient of

all the Jewish religious holidays with roots in the tim

when the' Hebsew people were still nomads of the Hesert
even before their captivity in-Egypt. Originally a
springtimé festival celebrating the month in which the kids
and lambs were born, the festival featured the sacrifice of a
goat or sheep. The Hebrew word for this festival, Pesacb
originally referred to a certain sacred “limpi g” dance
which was performed ar9und the sacrificial ffermgs

This limping dance was dofie by the early prophets of ﬂaal
the pagan god of the Candanites."as a form of desperate

W
encircled the cit}; ofJericho seven times, bearmg the ar#to ’
signify God’s presence, and causing the walls of the cnty\to

supplication, after all other prayers had failed, to arouse -

the pity of Baal.” The dance resembled the ecstaic dance of
the Jewish prophets in that it would gradually work into a
wild, jumping frenzy, concluding with masochistic prac-
tices of self-laceration. These laceration practices were
rejected by the Jews as being too pagan. .

-
-

i Ha.rvest Festivals

When the Hebrew pe0ple settled down to an‘agrarian.
life in Palestine, they adopted from the Canaanite peoples,
two harvest festivals, the Sukkos and Shovous. Bath festi-

vals, which mcluéled ritual sacrifice, were celebrated in the

same fashion with a joyous feast followed by the perfor-
mance of holy songsand religious dances. The purposes of
th&se festivals were to ensure, good erops for the coming'
year, to consecrate the sacrlﬁoes 1o God, and to express
thanksgiving. As: time passed, the Jews began to infuse
more and more religious content into the festivals in order

.todifferentiate these from the Bacchanalian festivals of th ,

Canaanites. After the Babyloman exile, Sukkos, th ]
“Feast of the Tabernacle,” developed into a spectacular
display of religious pageantry. In the Court of the Women;
huge menorahs (candelabras) sét on bases fifty feet hxgh
were lit and attended o by the 'young priests. Thé li

from'these menorahs would illuminaté the entire c1ty\of :

] Jerusalem. Women then filled the gallerles to watch the ,
“most respected men offerusalem perform the ritual torch
dance, . Torches were waved and tossed intothe airaccom- * (1
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the Levite choir and musical instruments.® The
women were not alfuwed to participate 1n the

panied
watchi

ritual dances of the Temple and indeed the dancing of men

angywomen together was prohibited by Jewish law. How-
ever, it was the women who greeted the victorious soldiers
with dances of celebration and thanksgn ng Godforthe
soldiers’ return.?

When the Jews were dispersed and,began living in the
cities, their dancés changed. The nature festivals of their
ancestors no longer held meaning for them and their
written history and rehigious beliefs now became jheir
most precivus possession ' Instead of encircling the sacri-
ficial altar on Swukkos, the ceremonial procession now
wound around the Torah-scroll, held on the center plat-
form of the orthodox synagogue. -

’

Hasidism and Dance .

In the early part of the eighteenth century, a revivalistic
movement call' Hasidism began in Poland and ‘quickly
spread throughdut Eastern Europe bringing about 4 vir-
tual revolution in the lives of its adherents. Led by Israel
Baal Shem Tov, Hasidisny reintroduced joy or “simcha”
into the religious observances of the Jews by uulizing
ecstatic singing and dancing, in.order to reach a state of
spiritual unity of “devkut” with God."! The physigue of the
Jew, shrunken and cramped as a result of generations of

from the wide and free gestures essential in e
joyousness and exhaltation of Hasidic dancing.
Hasidism brought a new form of unmity to thiir worship
of vne Supreme Being. As their forefathers \danced 10
affirm one God, the Hasidic Jew did hkewyse.'® The
Hasidim would gather together and holding ¢nto each
other’s shoulders or belts in a circle, would begin the
dance slowly with swaying movements charactéristic of
thuse used 1n preparation for prayer since ancith times.
While they swayed, they would sing .a wordless melody
“with a touch of sadness expressive of yearning and mys-
tery.”"! The swaying wpuld-move into walking or shufﬂmg
followed by running and culminated with the men jump-
ing and leaping wildly and freely around the synagugue
with armis outstretched and heads thrown back. To see a
Hasid in this final state of ecstacy is to witness something
totally ethereal —a man whose outer skin is released and
inner spirit is floating in a sublime state of bliss.

The rabbi of the congregation would exercise the lead 1n
these dances by way of gesture and voice modulations.™
The circle dancing or “mechol,” which symbolized the
circular relationship between man and God, did not al-
ways necessarily move counter-clockwise and there was
no hmit té its participagis. When the circle became too
crowded another cxrclc;’hould form on the inside, when®
there was,no room for masgive cxrcle dance the move-
ment wou’ld switchto a | kud, ]unmmg up and down 1in’

ghetto life, became more robust and-noﬁ:@l resulting

Hasiddm dancing with joy at the Western Wall

Photograph courtesy of the Nancy Hauser Dance Company

place symbolic of ladder climbing, until the whole room
would pulsate joyously:

) o =

A
Packed together on risers and in the center with
parely enough Joom to breathe ‘the men could only

move in one dzrectzon—up With beads “yesing” and . , -

“noing” and hands clapping, rising bigher and
bighber over bead, they bounced up and doun, follow-
ing their rabbi's lead with spellbound attention. As the
excitement became contagious, spirils rose, and

+ likbwise, the movement until their bouncing became
Jumping which quickly generated such a powerful
" rhythmic momentum that the floor shook. 'S

a

-

The greatest occasidn for Hasidic rejojcing was Simchat
Forah Dressed in their traditional long black coats, wide
brimmed hats and skull caps, they carried their Torihs
aloft executing the seven circles around the reader’s desk
inside the synagogue. Then the rapturous dancing fol-
lowed, highlighted by 1mprov1sed dancing inthe center by
the rabbi who alone exercises the right to solo perfor-
mance. .

As in ancient timés the Ha,sndnc women are not mcluded
in the religious dancing except at weddings, and even then
the men and the women again dance sepdrately actording ,
to Jewish law. Wedding dances serve a religious funcuon
since itis stated in the Talmud that “Whoever pamcxpates

in a wedding dinner and does not make the bride and _.

groom merry he transgresses five commandments,”!®

[\
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Yemenile men in a typical dance move‘m’etit_

Isracli Folk Dancing

As Israel developed into nationhood, Israeli dance re-
searchers and choreographers were looking for dances
from the various immigrant groups which could be con-
sidered- authentically “Jewish™ and favored dances of

" < Hasidic Jéws and Yemenite Jews.!? Comrfrg from a desert

PR
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country like Palestine, the Yemenite Jews.stirred romantic
images in the minds of these early Israeli folk dance
choreographers. The dance songs of the Yemenite men -
are in the form of religious poetry, collected in a book
called the Diwan. The recurring themes of these songs are
the love betwgen God and Israel ‘and the longing for
Zion. 2"‘%feﬁééest remembered .dances were very slow
and accompanied only by smgmg and hand clapping. The
people of the older generation att ibuted this to the
mournful remembrance of the-destruttion of the Temple
and the subsequent dispersion of the Jews. However, over
the past one hundred years these dances have radically
changed in response to more relaxed relations with the
Arabic characteristics in rhythm and movement style 2!
*Many Israeli “folk dances™ have been choreographed

, Within the last thirty years ufilizing elements from Hasidic .

“ERI

Aruitoxt provided by Eic
O
S .

2nd Yemenite dances., Many of these dances express the
joy of returning to. the*homeland. Furthermore|with the
" Israeli return to an agraridn lifestyle, the major festivals
reverted to their ancient functions as'harvest celebgptions '
and'dances were choreographed, to, portray theﬁrk of

the harvest.** Many dances have been created for each of
P »

y
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the Jewish holidays and performed in Israel as wéll as in
other Jewish communities throughout the world.®
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he settlers of the modern day state of Israe¥have an

I celebrated the. cycles of nature and the cycles of
hurhan life with great exultation and with dande. Dance
was an integral part of the life in ancient Israel.

There were three holidays in panieufar in biblical Israel,

inspiring precédent for dancing. Their forebears * .

with celebrafions most likgly- involving darice. Each of¢” s

these holidays included mass ptlgnmag&s tothe Templein ~

. Jewusalem. The Talmud says, “Even as all rivers go downto
the sea, yet the sea is not full, so does all Israel stream to
. Jerusalem on the pilgrim fesuvals and yet Jerusalem is not

ligious and al$o an

“Kibbutz festivities were not productions such as the
dance of highly developed city life in theaters for a select
audience. Kibbutz dances,took place in the fields.and in
the communal dwellings. There were no llmttattons onthe
stage area or on the length of the performance. There were

" norequirements for training their dancers, nor were there *

elaborate financial concerns for production. These cele-

* brations were for the people, a way to focus the incredible

energy of creating a new society; or'idealistic youth, of the
fervor of socialism, of the excitement afd settling of vastly

_ different peoples from the East and West. 2

Créators of some-ofxthe original kibbutz celebrations

»agricultural signiﬁcance, which in particular spoke to the.
modern day farming settlements. Theykibbutzim took
these holidaystimes for celebration and dance. .

.. The $pring Pesah or Passover holiday, early summer

Shavuot holiday, and the autumn Succot were revived by

theagricultural kibbutzim. In the Diaspora, Passover is the

- family hohdayt which is’centered in the home around the

4 mealwhere théexodusor the leaving of Egypt for fréedom
is told In ancient times, the Omer, Qmthe cuttmg and
_presenting of the firstgrains, was part o&rs spring festival.

" ~'The modern kibbutzim which were essentially nogghgt-

, ous, stressed the Omer at Pesah. Shavuot marks the giving

. of.the Law to Modes. At this holiday time in the Diaspora,

%7 = the holiday is marked in the synagogue with Special

prayers and-often with the festive appearance of flowers’
and frunts In ancient times, there was a celel#ation of the
first fruits or Hag Habikkurim. In modern Israef; this also
: "““became a time for dancing. At Succot, the third ‘aficient

* ptlgrrmage holiday, there was an aytumn harvest festival or
- Hag Ha'ssif and Simtat Bait HaShoevah ar praying for rain
- in earlier times. So thls also became arenewed time_of
dancing .'

. hie holidays provided the settlers of this century with a
e for celebrating lifé together and for acknowledging

the produce.oftheir work as well as the rebirth of the land.

The pioneers turned their physical energy from the fields

tosance, as 2 communal expression of their miraculous
* presencein theaficient land. In the 19205, 30s, and 40s, the

membeérs of the kibbuizim reflected in dance, what had
3 Gecirred 20 centunes before. .

]

.includeLeah Bergstein, Gurit Kadman, and Rivka Sturman.
These artists galvartized not only the agricultural com-
munities and the cities, but also affected the entire com-
munity of Israel and eventually even Jewnsp communities
abroad. Their dance was unique, and it was also the
seedbed.of the later Israeli.folk dance and of much of the
theater dance that came later.

These matriarchs of dance redeived a kind of commis-

Israel, a commission to
e old land. They all re-

sion from the settlers of the ne
find new ways to celebrate in

ferred to the Bible for focus of the power and fervor of

.their days. Their experiments’in dance were for specnﬁc

roups in special times. Gurit Kadman was the Diaghilev
of this epoch period. «She- enVlSlOned and produced
pageants and festivals that tombined the works of all of
these women from the different kibbytzim as well as

- others. At Kibbutz Daliah, in 1944, Gurit took the Shaviiot .

holiday and created a “Story of Ruth.” In addition, she
invited others to participate. Those who, .came to Daliah
saw patts of festivals and holiday dances created through-
out the country. Kadman gave the nation an ifhpetus to not

" «only search and create, but also to pesformi; The Dalizh
Festival'became a ptlgrlmage of modern ttmes, a cultural
céremony in the life of Israel. It was held several times in g
25-year span backed by the kibbutz movement, the gov-
ernment, and an.ecstatic public.

A first-hand account of the connection of Israeli folk
dance fo the Bible willdelivered by Gurit Kadman at the
InternattOnal Theatre InsututesJe;j&salem Seminar in Au-

gust, 1979. In the interest of historrcal record, Kadmans

account is presented in its entirety. -

.’
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ibotogrqpb courtesy of the Nanty Hauser Dance Company *
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In.the iormg of 1944, I was invited to stage, with the

. members of Kibbutz Daltab parts ofthe Book of Ruth,

Jor the celebration of the Bikkurim for the three kib-

butzim in ke neighborbood, in the bills of Ephraim.

The performance, a collective creation by Kibbutz
members, with me, too/eplace outdoors, in a beautiful
spot'in Daliab. It zﬁqs a great success. Shortly after, we
dance people decided 1o have BYir first Zathering at
Kibbutz Daliah to stage the evenm}%erformances n
that beaut iful spot, and to open it with the Book of
Ruth, as fartas we undetstood in biblical style and

“pirit.

1 bave 1o mention bere, that in those pioneer days, and
especially in a l@f-wing kibbutz such as Daliab, God
could not be n&med so Boaz greeted his reapers
in the field not “God bless you,” like in the Bible,
but with “Peace fo you.” And in many celebrations of
the revived Bikkurim festival all over the country, the
people dedicated the  fruuits of their work, instead of to
the priests or to God, to, the national fund. A great
number of the dance songs drew.their text from the
Bible, and -here as well, occasionally téxts were
“Changed in order to eliminate the name of God. For
example, “Ken Yovdu,” a victory dance of mine,
there I changed the text, “Thus, may perish all you
Joes, Ob god,” into, “Thiis, may perish all your foes,
Israel.’ A

-~
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tcbing‘by J. B Rustrating 1 Samuel I8: 7_ 5»
Our pioneer genera B and the workers' settlements

< danceid darces in the beginning we brought with us

) ﬁom the Diaspora. F camé to Palestine with the
ptoneers from Central Europe in 1920 -and well re-
member the five to six European-based dances which
made us happy through long dance nights. Bussoon
we felt the lack of tradition and began searcbmg for

roots, first of all through a Yevival of the ancient*

+ nature festivalS Later on, when gur children grew up
and wanted indigenous expression in these boly days
we segrched for songs and dances. Nattrally, we
turned 1 the Bible and found plenty of inspiratipn

E Jor reéjvmg the seasonal agricultural festivals, but

nextto notbmg for reviving song and dantes. So, out
of want and an arderlt wish for an adequate self-

expression in movement, we were forced to create . .

dances, which we did, starting in the 1940s. Our first

dpnce gathering took place in 1944 in Kibbutz N
 Daliapyand later, until 1968 , followed five more buge

' dance estiuals in Daliab. All of these evens furthered

-« the creanarmf our folk dances. Between the firstand.

second Daliab festivals, 1944 and 1947, folk dances
 Qeveloped in a federish intensity and tempo, mostly in
; connection with the revived nature /)o[zdays

o Intera‘tmg s the Jact that the. first begmnmg of this

dance creation and its relation with Kibbsitz Daliah
was connected with the Bikkurim (summer bagvest)
Sestival and with tbe Boo/e of Ruth. -

-

. ‘The most sh:i/ein} “example of change of text exiss in

Ritka Sturman’s war and victory dance, “Debka Gil-
boa,” in the song COmposed by Amiran, the fi fmsbmg

- line dares to change the ancient biblical curse, “No

dewrsnd no rain on the Mount tof Gilboa,” wbereSaul

" and Jonathan fell in bqttle into the blessing, “D

‘dew and rain on {be Mount of Gilboa!”

. The creatbrs of our new darices drew inspiration by

performance of those many songs with biblical texts,
biut the resulting dances do not contain any steps or
imovements reviying ‘btlglzcal dance. There are two
reasons for this regrettable fact: (1) We simply bave no
knowlédge at all aboult those movements in detail,
not aut of the language even though there exist more
than 30 words on dance movemgnt in the Bible and
the Talmud, but their exact megning and execution
are not known to us, and_we get no belp by art
creations (as do the Greeks Eg}ptzans Indians) be-
cause of the forbidding Third Commandment, “Thou
shalt not makeany image or likeness.”

Inorder to build up a Hance: language for ys today

. ‘worked for years with the Language Committee, fix-

ing.in meticulous research the exact meaning and
exécution of the bfbli.t/ordsfor th@most important
dance movements, *

The second reason for our “lack of revived biblical
dafces is the fact that the dance creation was inspired
by the melodies or tunes and not by the text of songs.

Sowe can ngbtly say: Any dance creation declared as
. !

“
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’ “biblical dance" is pure imagination. Autbentrc bibls-

«<al dances are nonexistent.

Very few of our folk dances try to come near to a
biblical feature, majnly in cboreograpbtc not in
movement detait> For example, the form of
Macbanay{m or tuwo opposite lines in “Ken Yovdu.”

From the beginning, I was not only interested in but -

fascmaled, by the dances of the Edoth of our Oriental

communities. From 1944 on, we binughl their dan-~

cers, soloists and grozys to Daliah. I zzlso fi Gimed the
dances whenever possible starting in s(95 1, among
them, Yemenites the moment they arrfyed in Israel
with the magic carpet, in the small planés they called
angel wings, according to the biblicak promise, “I
shall bring you on angel wings to yourbei{oued Zion.”

Later on, eight years ago, I founded the Israel Ethnic
Dance project with the aim to preserve andjor to
revive their ancient, traditional dance customs with
~tbe music and dance costumes. We encouraged them
to continue the customs in daily life and bohdays as

well as in especially built up performance troupes for

R ‘
‘All those current traditional dandes developed in the

. long Dzaspora -nobody can know for sure of any

bave the impression tbat stnkmgly similar very spm
tual upward movement in Yemenite and in Chasidic
dances could be remnanits of the biblical epoch. But I

" bave no way to confiri it. The same is true about

ancient prayer movements which appear often in
movements for the holiday.

.
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I is_interesting to mention that in all their activities

- and ~ntimate relations with the Oriental com-

munities, we nkver beard them talk about arny con-
necuonof theirtdances 10 the Bible. It seem that their
relattonsbtp to the Btble is just the opposite of us
pioneers 50 years ago. They are so deeply based and
robted in tradition that they do.not feel any necessity
to search for roots, as we did! The Bible is alive in their
midst, they live in the atmosphere of the Bible quite
naturally, in daily life and in bolidays. They bave no
problems in thety relationsbip with the-Bible. ~_

Rivka Sturman, in her work, was concerned about rep-
resentmg all branches of agriculture during her Hag
HaBikkurim celebration at Kibbutz Ein Harod. She also

took special paifis to present the children of the kibbutz in

dance out in the fields. Sturman braided together ele-
ments of the Orient and of Europe, paymg attentdon to
descriptions and Biblical ideas, presenting tractors and
produce.and even the new babies born during the year in
the dance offerings. Leah Bergstein , by contrast, had more
ofa choreograﬁher s concern in planning the movements
in her Omer celebration at Kibbutz Ramat Yohanon. She

wanted the movements to be simple enough and effective
erfough to present the elements of spring and God’s

+

bounty at Passover so that both those untrdined kibbutz -

folk doing the dancmg and those watching would under-

stand. These women and others.(including Yardena
Cohen and Sara Levi-Tanai)made experiments in dance for
their own specific groups atvery special holiday times. Yet
the dances and pageants created were, of such artistic
worth, that they are recognized as cornerstones of the new

JIsraeli culture, surpassing the original intent—searching

for new dances that still spoke to the roots of ancient
Biblical Festivals.




Danice in W
a Vzewpomt from the Cath

aware of my limitations. Being the pastor of a small

rural parish, rather than citing statistics or giving a
dewiled overall picture, I prefer to write of my own expe-
riences within the past few years, and follow these with
some personal reflections.

I recall being at the parigp of the Paulist Fathers in
Beston overlooking the Common, at a Mass for a special
group one evening. The part of the Mass selected for
amplification by the dance form was the reading of the
epistle, the text being Romans 8:14-23 Asthe text was read,

\ S s Ibeginthis article, I feel that it is good for me io‘be

, slowly and devqutly, #id-with music in the background, a

male dancer expressed through his motions the meaning
of the passage-In it there are many wo@ denoting strong
feelings and tensions such as, “We know that all creation
8roans in agony even until now.” The dancer who was
mxmstenng through dance was able to interpret these in
sucha way as to deepen the awareness and appreciation of
the congregation for the scriptural passage.

Atan outdoor Mass at a summer camp in Maine I had
helped two young women prepare to interprét the mean-
ing ofa hymn, “Take Our Bread,” which was sung during
the preparation of the gifts of bread and wine, the theme of
the hymn being the auitudes of prayer that we bring as we
share in the Lord’s banquet. This was expressed solely by
the dancers in verses; at the end of each verse the
dancers tumed t the_congregation and iftvited them to
participate in the chorus by mevement and gesture. Be-
cause the movements were simple, dignified, and expres-
sivesthe congregation was able to join in with ease, and
thus feel an involverrent of their entire being in the hymn.

At another occasion I recall the use of a very simple

* gesture at a Mass for our religion school teachers at the

parrsh church in Marydel, Maryland. During the sermon I
had spokenof the theme of sharing gifts,so at the “greeting
of peace” linvited them to express this sharing by going to
one of the teachers, and with hands held together in the
prayer position, tilt them toward the person and say, “What
‘I have received,’ I share with you.” The other person,
claspmg the hands between theirs said, “And I accept.”
Then each person %\ turn both “sharéd” and “accepted,”
repeating the same gestures. This is an example of how a
variety of expression can be use/i at this part of the Mass.

Another very joyful experience I had with liturgical

-7
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ic Church

Fr Edmund T. Coppmge

dance occurred in the above meéntioned church :u a Mass
on Easter Sunday. The teachers of our 8L§% grade religion
cla§§ agreed to prepare the young people (six girls and
three boys] for a solemn procession to bing the gifts to
the altar. The boys led the procession carryling incense and
candles, while the girls brought the gifts, {ising a “pavan”
step (three steps forward and one backwatd). Each of the
girls held a gift,ahd as [hey moved up the man aisle theg
extended their gifts outward and upward t ward the con-
gregation, thus symbolicallyldrawing all into the spirit of
the procession. On the backward step each made a deep
bow to express reverence and adoration. Cat Stevens’
version of "Morning Has Broken” was the chosen proces-
sional music. After the'Mass a good number of the congre-
gation came up to me and said they were quite moved, and

I also recall the

of the Mass danced by a group of
those pamcrpatmg &:red dance workshop under the
leadership of Carla DqSoIa Different small groups inter-
pretedthe various parts of the Gloria in sequence. Then, to
bring a sense of unity and strength to the closing phrases,
all the dancers camje together and expressed the meaning
oftheprayer in unr.son giving us areal sense of communal
praise. Yo

Finally I remember a Mass which’ took place in Silver
Spring, Maryland, for the final vows of a Franciscan sister.
Following Comsinion, the sister drd an interpretive
dance to a hymn extollmg the virtues and the j joy of Mary,
the mother of Chirist, thus expressing in a very personal
way, and yet in a way that was shared by all, her own deep
joy and thanksgiving.

I do not see the present status of liturgical dancé in the
Catholic tradition as being performed on a regular basis in
the weekly parish worship; I do believe it should be per-
formed prayerfully, artistically, and competently at Masses
on special feasts, for special groups; and at various
paraliturgical setvices. Some of the places where liturgical
dance would be more likely to be found on amore regular

Jbasis are at Newman Centers of collegés and universities,

and at convents and monasteries where there s a desire to.
seek a more creative expression of worship.

\
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Iam encouraged by what I feel is 4 new growing aware
nessin the Church of the need and abulity to pray not unly
with the lips, but with one’s whole being Part of this
awareness can be ansiauted to the” spirit of renewal em-
b_odxed in the documents uf the Vatican Council 11 In the
deliberations of the Council, the liturgy, or worship of the
Church, was singled out as havilg a special need to be
reformed, renewed, ‘and revitahized, su as to better meet
the needs of the people uf Gud Two exantples can be cged
fromthe Document on the Liturgy which speak to the :?
at hand. ““(The) Church earnestly desires that all the faith-
ful be led to that full active and conscious participa-
uon.... which 1s demanded by the very nature of the
hturgy"; “By way of promoting active participation, the
people should be encouraged to take part by means of
acclamation, responses, psalmady, aniphgns and songs as
well as by acuions, gestures and bodily attitudes.” In the
same document the section on music and art reads: “The
musical tradition of the Universal Church is a treasure of
immeasurable value . . .. the Church indeed approves of
all forms of rue art, and admits them into divine worship
when they showed approprnate qualities.”* To me, the
above references to acuons,"gestures, and bodily at-
titudes,” and to “all forms of true art” are especially signifi-
cant in relation to the cuncept of prayer through motion;
gesture, and dance,

The Church realizes however that these reforms will
not take place unless pastors ase filled with the spirit and

puwer uf the liturgy. A program uof education and forma-
non for the clergy is most necessary. I would like to offer
an example of such a program. Recently,with allthe uther
priests of my diocese, 1 attended 4 retreat the theme of

which centered un the | pres:der or leader of worship and
prayer. As an a1d, each of us received a reference book vn
tHe same theme entitled Strong, Loving, and Wise * In
the hook Fr. Hovda expresses 4 thought which 1 feek
illustrates the need of the clergy to be moure aware uf the
role of the budy, and of gesture in hturgy. Speahing of
,action and environment” Fr. Hovda says. .

Experience seems to zndfcdte that initial’ resistance 1o
the body’s part in linigical celebration is com-
mon .. so bow can we overcome . inbibi-
tigns which effectively prevent the people involved

< from enjoying themselves in liturgical celebrations?
One way certainly is for the ministers and leaders of
celebration to do more in (pe way of movement,
gesture, posture—encourdaging the congregation,
but allowing them slowly 10 adapt.

In the spirit of this 1deq, une evening OUr retreat master
very effectively upened us up to the possibiliy of using
very simple gestures during a worship service. At 4 service
of reconaliation he instructed us huw to express the

prayer, “Lord, forgive us,” in sign language. The gestures*

for “Lord,” and “forgive” stayed with me. For “Lord™ one
toucheg the palms of the open hand with the middle finger
of the other as if thuching thé wounds of the nails. For

The greéung of peace

Pbotograph courtesy of Fr, Edmund T Coopinger

“forgive,” one brushes the right palm slowly (and away
from the body) across the left palm in a movement
suggesting that all is washed away. As we went through a
litany of things we sought forgiveness for, we made this
gesture at the end .of each petition, at the samé time

. praying aloud “Lord, forgive us " All were deeply moved at

this simple yet expressive way of asking the Lord's forgive-
ness. ’ . ‘

In conclusion, it is my prayerful hope that through
education, 4nd good, inspiring, liturgicil experiences,
clergy and congregations will find themseves opening
more and more to the many possibilities.of prayer n
motion and gesture, and thus be able to use in even fuller
measure all the gifts which our Creator has so generously
and lovingly bestowed on us. '

.
@

Footnotes -

'Abbott, Walter, and Gallagher, Joseph, The Documents of
Vatican Il. New York-America Press, :196'6 ¢

ZHovda, Robert Strong, Loving & Wise Washington, DC- The
Liturgical Conference, 1976.
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ometimes when dance is incluged in a school or
S recreational program, parents or others in the

community, or even the participants themselves,
object to the practice of dante on religious grounds. It is
helpfut for those responsible for the program to be able to
respond to these objections both with personal sensitivity
and with some basic knowledge of the historical and
theojogical relanonship of dance and religion.

In terms of Christian history, there 15 a wealth of both
pusitive and negative atitudes to the arts 1n general, andto
dance in particular. While the basic religious stance of an
individual orsfamily is not likely to change in response t

.. the issue of dance partncxpatxon, the leader orteacher s ﬁ
a position to offer accurate and nonjudgmental informa-
tion which may help to relax thf: situation for all con-
° cerned:” .
One common historical error which leads to the rejec-

Hwak&?eeple—ne&é%e—b@@pedﬁ—%ﬂhie—dwﬁhcse——‘_

tion of dance is the assumption that rehgxous xradmon
means ““what was done in our community 1n 1910..." The
truth 15 that 1t is possible to have a deep_Understanding of
‘what we do now, and why we do it, only if one has some
knowledge of what was also done in 1810, 1510, 810, and
$0 on, and not only “here.in our community” but in
colonial America, 18th century Poland medieval France,
and Byzantine Athens as wel’Obvxously, many will nbt .
. have such a breadth of knowledge about their religious
tradition. A sense of such knowledge, and help with the
sources of more information can be-offered.

A Southern Baptxst student objecting to the study o{ .

o modern dance might be helped to understand that al-
though many American Protestant groups have not con-
doned dancing, earlier Christian groups (both Protestant
and Catholic) did dance. The New England Puritans
danced, objecting only to dancing by couples. Their objec-
tionwas based onscripture, ih which (althoughtheresno
probibition of couple dancing )'the dancing mentioned 15
that of groups of women or groups of men, as in Exodus
15-20, the account of Miriam’s dance. This, of course,

. reflects the dancing of Middle Eastern people who almost
always segregate men and women in the dance The stu-
dent might Be helped to see that the study of modern
, dance as an expressive art form is a situation quite ;ixffer
ent from couple dancihg which has been historically re-
jected by many religious groups.
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N\ " Facing the Issue:
1t's Against My Religion .

_of their feelings.~

" mean greaPreliéf not only to the adolescent bui also to the
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Judith Rock

This leaves the issue of dance and sexuality, which 1s
behind most vbjéctions to dance and which ulumat
must be addressed, open for discussion. Psychologica ly,
there is probably httle the leader or teacher gan do that
will change this situation in a short ume. Theologically,
however, there are several things which can be said to-
ward opening up pamcxpants thinking and freeing some

First of all,ereligious people for whom Genesss -is an
important scriptural book must take serious God’s re-
sponseé to our creation, which is that it is basically good
(Genesis 1:31) Human bodies and sexuality are dimen-
sions of humannes$’ The muddy thinking which leads to *
the. rejection of dance because of fears relited to sexuality .
usually involbes the failure to distinguish between sexual-
ity as an element of humanness, and the use one makes of

are two separate theological issues: affirmation of
God’s gift to them, of being eithdr women or men; sec-
ondly, by thgir own moral chojceslabout how to relate to
other people as men and women. Individuals may feel that
using the body expressively is usmg\n sexually. They may
not realize that to make this assumption is to ignore God’s
other gifts of spirit, intellect, feelings, and senses, all of
which are experienced through the physical body. and
‘shaped by artistic expression into dance and other art
forms. In other words, a leader can help others to realize,
perhaps for the first time, that to use the body exptessively
may or may »not mean to use the body sexually. To see
sexuality as one among many physical possibilities can

réligiously conservative adult who _may have tearned ko
identify sexuality with all phys:cal experience. The person
who has made this identification will percejre sexuality as
a potentially overwhelmmg farce tobe keggnder c,omrol
with the greatest of care. . e

If there are several for whom dance and sexuality are ’
mextncab.y identified, the leader might consider nviing a ,
" local dance company (assuming that the invited company
includes articulate and sensitive performers) to present 2
lecture-demonstration for the group, and then discuss the
dancers’ experience of using their-bodies expressively 1n
public with persons of both sexes. My own experience is 5 7
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that just as physical, sexual expression 1s a relatively mirtor

issue for the healthy rélignous celibate, if'is also a minor

issue for the professional dancer. Danuers seem to regard

their bodies as expressive instruments rather than sexual

instruments when they are dancing. To hear them discuss

their own feehng.s and exﬁerxencea 1n relation to partner-

ing, costumes, contact improvisation, and 0 on, could be

relevant to thuse 1n attenddnce, and could also- enable.
them to discuss their own feelings and fears about dance
and sexuality. "

A secord stage of this process would,be to invite a
company or sulggst.with experienge dancing jn religious.
settings, to do the same. With this performer specific
religious questions might be raised. How can we ]uaufy
the viewing of bodies in aworship service?”, “Isn't religion
about spirit and not about body?” Students may be sur-
prised to learn thdt in' the early church it was a heresy to
think that only spiritual things are good and important.

‘ , h

’ ) : ) . e d

. highted and dazzling torches. our minds, our spirits, and
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In relation to this, it wauld be important to help Chris-
tan students to understand that when Saint Paul apeai\s ‘of
flesh and spirit in his letters, he is using Greek words
which cannot be adequately translated mto English He
does not mean what we understand as ﬂ “and " apml

. By flesh, he means an attitude towar ity, which as-

sumes that God does not matter, and b) spmt an attitude
toward reality which assumes that God is at the center of
things. Ultimately, information, conversations .with dan-
cers, and discussions of feelings can only be helpful if the
leader is nondirective and nOnjudgme’ntal n relation to
the groups. The point, of course, is to help inditiduals
discover what fbey; want and to affirm them as complete
humanbeings A group ofChristians called Maronites used
to pray this prayer as part of therr morning worship.
“Grant, Lord, that we may give Thee choice gifts, three

our bodies.” So may we all. e .
4 - t
-
t - '-
- .,
. r - I
- I
- ? ¢ -
r -
‘.4 . b4
‘e
’ -,
-
!
, X
[}
~ -
s
- - - i
!
[y
- “r .:; - ‘
vJ
- . i L] 4
' i
~ ’ \J
LI - ’




3
«

' Spiritual Expfession mﬁmyer

-

\ .

-

Pbotograph by Mary Pettis ~

i

Bl A i Tox: provided by ERIC




peey

-

12
T he Relzgzous Nature of Dance

Marina Herreta and Elly Murphy

of dance, we must consider the elements of move-

ment, form, rhythm, and.meaning. These elements
allow the dancer to enter a space that is both sacred and
profound, static and dynamic, changeable and eternally -

To arrive at.an understanding of the religious nature

" thesame,and inthis space to outwardly express that which

is inwardly felt.

Dance Is Movement._ .

. All the possible functions of dance are hinked to the
essential nature of the dance—the movement of the
huiman body.” Mevement 1s the essential sxgn of tife and
dance is present when the body is in motion. The dance
may be rhythmicor arhythmic, rehearsed or spontaneous,
with or without purpose. Dance has existed in primitive
societies and in the most sophisticated circles, among the
poor and the wealthy, the simple and the educated, the
religious and the profane. An activity so profoundly linked
to the development ofhuman life must carrya significance -
that goes beyond the events themselves..Dance can be
performed to express emotions and ideas, totell astory or
repeat a dream; to placate the gods, to beg for favors, to
experience dehght to deal with magic, and to communi.,
cate. LN .

Through dance, the dancer attempts to move beyond
the limitations ofthe body to create new movements. For
example, there are more than four thodand mudras for
the Hinda dance. The hand gestures constitute an
eloquent example of the body's infinite possibilities for
expressive motion. Is there a more religious experience
thanthe human pot.enti\al for creating movement?

rd

Dance Is Form *
* While the architect éncompagses space with’ given
forms, the dancer opens up space with the many forms of

" which the human body is capable. These spaces created by
the dancer have the ethereal nature of the interior space

created by visions and the concrete reality of fofms to
communicate an emotion. Forms have an interior reality
as well as an exterior expression and dance preseats us
with these two aspects The interior reality of the dancer is
not for us to-appreciate unless it is revealed through the
V4

o7
8§

studied, skillful, or exalted form of 8e dance. Only-when
the dancer feels “the spirit” can the extérnal form have the
potential for the expression of joy, sorrow, love, or anger.
Dance is form that links the inner reality of our bemg with
the outer reality. In it highest'e expressions, dance has the
ability to unify these two realities.

The body is essential to the form of the dance. Svmboh‘
cally, the body is'a reminder of our earthiness, our mate-
rial nature, our rootedness in time and space. Dance forms
on the contrary are ever-changing, ever new. Contemplat-
ing adancing body constitutes a powerful visual reminder
ofthe two realities that humahs represent, the material and
the spiritual, sometimes in harmony, but most often in
conflict If we could allow the inner being to express itself
in motion, there would be more wholeness, more cen-
teredness, If our prayer could be expressed in moving
forms, we would be Jess divorced from reality and our ~
faithand our works would be less contradictory and more
harmonious, A

Dance Is Rhythm .
All activity, because it is rhythmic, has the potenual for

restoring our sense of balance, for changing our focus, and

thereby for soothing our nervous system. The rhythms of

* the dance are renditions of the many rhythms present in

nature, Awareness of the rhythms in all life is found in the
famous‘passage of Ecclesiastes that reminds us, “to every-
thing there is a season...” (Ecc. 3:1—8) There is a
prayerful quality to that declaration. The author undér-
stood the rhythms of his body and knew them to be a
reflection of the many rhythms around_him.

The successful dancer must have a sensitivity to 'hear
rhythm to create form with music. The person who has
aained a certain level of confidence in prayer must be
aware of the rhythms of nature to make prayer responsive
to the call of the innrer being. All religious traditions re-
quire their followers to be aware of certain times that are
best suited for attaining desirable effects in prayer. When
the rhythmic patterns of dance can be spontaneously ac-
complished, the dancer s able to.communicate the world
of meanings with inner rhythms and those of the external
world. Then we can begin to live out the ultimate and most
profound meaning of our lives.
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Dance Is Meaning - ‘

Dance engages the whole body in pra)er In recent
years, this expression has tiken the form of liturgical
dance in which body, word, adm[ and music are har-
moniously pined People who arg c.umfortable with word-
less communication and those who find puetic inferences
1n the ordinary events of life ate most often attracted by
this form of praying. Feeling from pray erthat is danced can
only be captured for 4 moment 1n time as we physically
and artistically hink oursehes vnth the abstract, intangible
mysteries of life | .

A well-spoken word at the right time may adequately
comvey our thanks, our praise, our wonder, for indeed,
words can powerfully express our mmnermost feelings.
Frequently however, words are madequate to convey our,
reactions to something that inspires us. How can we~
prae/thank the sacred objects, events, and persons for
lifting up vur svuls and leading us on the path 1o whole-
ness? There 15 a mode of self-expression, one known to
many characters of the Old Testament. Miriam, whi took a
tambourine and led the women 1t a dance after the Red
Seq event (Ex. 15.20—21), jephthaha daughter, who
greeted her father with a dance after he had defeated the
Ammonites (Jgs. 11:34), the women who welcomed David

and Sadl after their victory over the Philistines (I Sam.
18.6), David who danced with abandon before the Ark of
the Cuwenaﬁ'ﬁn an ecstatic, sacred dance (11 Sam 6.14, 16).
Perhaps the most striking reference to dance in the New
Testament vccurs 1n the pamble of the Prodigal Son. When
the érrant son returned home, his father “ran out to meet
him, threw his arms around his neck and kissed him.” (Lk.
15.20) The celebration began. There was singing and danc-
g because, “this son uf mine was dead and has come back
t life. He was lost and is found.” (Lk. 15,24) Another New
Testament reféerence to dance is Jesus’ discourse on John
the Baptist when'he compares this generation of wayward
children to the children “squatting 1n fown squares, calling
to their playmates. ‘We piped you a tune but you did not
dance! We sang you a dirge but you did not wzul' (Mau.
11:16-17) ,

"I was dancing before the Lord,” said David (1] Sam
6.21) We too can dance before Him. During liturgy we can
dance as community to blend word and spirit and budy tu
make an acceptable sacrifice. In the privacy of our own
humes as we play a favorite piece of music and simply
move with abandon, we can dance. Our inner spirit dic-
tates the way in which eur body mouves and extends the
prayer

"
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Duncan's Percep

ton

of Dance in Religion

A
*

Isadora Duncan wrote that the expression of a God in
a place of worship with a sense of spirituality.might be
called a dance. The sacred dancing of any mortal, she felt,
was the aspiration of the spirit to transform itself into a
sphere higher than the terrestrial.

This is the highest expression of religion in dance: that
a bkman being should no longer seem buman but
become transmuted ints.the movements of the stars."

I’ n her essay “Danging in Relation to Rehgnon and Love,”

’

Much of Duncan’s aesthetic of daneeTs concerned with
% the dancer’s ability to allow this transmutation to tike
place. The philosophical impetus for Jher aesthetic de-
veloped through the writings of Friedrich Nietzsche.
Duncan studiedthe extensive discussions'on the nature of
artand artists, especially on the topics of the Dionysian and
Appolonian sides of the human that Nietzsche developed

in 77Je Birth of Tragedy and in “An Attempt at Self Criti- -

<ism,” an essay which prefaced the second edition of the
_ book. Both the philosopher and the choreographer have
muchto say to those who today would dance in holy places
as prayer to God.

Duncan was sensitive to the fact that people in theatres -

or in churches were forced to sit while the service' was
, 86ing on around them. She lamented that the congrega-
- tion did not fully participate’in a physical sense in the
religious celebration. In a theatrical setting, Duncan
suggested that the standing and applauding of a perfor-
mance dxd have elements of a dance participation for the
* audience. But she dreamed of a more complete dance
expression on the part of the audience in a temple or
amphitheatre where the spectators would rise and make
certain dance gestures to fully participate int the invocation
to the darice. Duncan suggested that the afternate kneel-
ing, rising, and bowing of the Catholicand Greek churches
formed a ségment of dance/movement ritual, perhaps
vestiges of a more elaborate movement response to a
religious service forgotten in time? -

Sacred dancing expressed the aspirations of the soul.
This dancing, according to Duncan, was filled with magic
and potency and was the dance thatwas the best method in
which the child could comprehend those things that
he/she could not understand in a written or verbal form.:
Duncan believed that profound secrets of the nature and

Diane Milhan Pruett

natural forces wefre easily revealed to children through the

- dance. In childhood, wrote Duncan, humans feel the reli-

gious sense of the movement poignantly and give them-
selves up entirely to the celebration and worship of the
unknown God.?

Discussions on the nature of religious dances and the
method of becoming one with the god through dance are
incomplete without consideration of Duncan's Bionysian
aesthetic. In 7he Birth of Tragedy, Nietzsche identified two
opposite aspects of man which in combination give rise to
the creatign of art. These two aspects, the Apollonian and
the Dionysian, were representative of the worlds of dream
and intoxication. The Apollonian aspect expresses a de-
sire in art for that which is‘measured, ordered, and re-
posed, while the Dionysian aspect immediately plunges
man into the center of living with all the urgency and

- excitement and joy that can be found. The compulsion of
" the Dionysian state, intoxicated with life, expresses itself in

song and dance and is a celebration of life and the eternal
joy of existence. The danger is transported in rapture.
Duncan felt that the double mé&ssage of Dionysian and
Apollonian aspects of man could be conveyed only in
terms of the human body. From the form and symmetry of
the human body, Duncan believed, was man'’s first concep-
tion of beauty gained. Art and artful movement was instinc-
tive to the dancer if only the dancer would allow the body
to express the spirit moving in harmony with itself and
with its environment. The creative sources of man, be-
lieved Duncan, came from Dionysus who “is the eternal

. God, all powerful, who under many names and in many

forms inspires every creative artist.” The Dionysian way of :
dancmg was to “throw oneself into the spmt of the dange -
and dance the thing jtself.”*

_The state of ecstasy that is often seen in religiously-
mspxred dancing is described by Nietzsche as a physiolog-
ical state of frenzy or elation where the power of creation
is based on increased strength and abundance. In this state
the artist enriches and makeés everything that he comes
into contact with, fuller.® The artist in this state may also be
described as ha}vmg unusually vivid perceptions that de-
mand outlet in bodily movement. The artist’s natuge isa
fully heightened state of sensitivity and communicative-
ness.” Duncan desired to develop a dancer capable of

finding this Dionysian rapture, capable of convemng his/ 5 7
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her body into a lu{ninous fluidity, surrendering to the
inspiration of the soul. This dancer wohild understand that
the body, by force of the soul, can in fact be transformed
into living expressiveness. The flesh would become light
\'ﬁ?d buoyant, “butalways the human soul is more powerful
an anything we can see ... When the soul completely
possesses the body, it converts into a luminous moving
cloud through which divinity itself can be revealed.”®
" When Nietzsche speaks of this new Dioniysian soul that
“stammered with difficulty, a feat of will, as in a strange
tongue, almost undecided whether it should communi-
cate or conceal itself," he declares that this new soul

“should have sung, . .. not spoken.”® Duncan however is

ready to go further to describe the'needs and respon-

sibilitiesof this new soul, this new dancer:
{

Man must speak, then sing, then dance. But the speak-
ing is the brain, the thinking man. The singing is the
emotion. The dancing is the Dionysian ecstasy which
carries away all.'°
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et me begin with prayer:
I , ! pray that everyone, sitting cramped inside a

. pew, body lifeless, spine sagging and suffering,
weary with weight and deadness, will be given space
in which to breathe and move, will be wooed to
worship with beauty and stillness, song and dance
~edance-charged with life;- dance thatelifts up both -
body and spirit, and we will be a holy, dancing,

Reﬂectz‘o@h Da

: ) . . o
i 14
nce and Prayer

.Carla De Sola

. anothér at the bidding of the priest for peace,.and I touch

you with my fingertips and lips ... and though we have
only moved a little, we are sudderly quickened, charged
with life, and we love. So simple a thing. Our bodies have
taught us of what we had beer only dimly conscious. We
return to stillness as the liturgy moves on, but it is all
different. Movement has awakeped us. . -
If prayer is the central core of life, then dance becomes
prayer when we are expressing our relationship to God, to.

loving, praying, and prassing people. -

How can this be done? Does da};ce really play such a
part in worship—such a fragile yet earthy, ephemeral but
enduring, peripheral and seemingly useless form of en-
ergy in this age of efficient activity? What is dance? What is
its source of strength? Why is it feared and loved? And
when did it begin? .

All of life involves movement, and movement becomes
dance when there is an inner life and a living spirit direct-
ing it Atree gets its energy from the earth and sunlight all

around it, the energy doesn't exist solely in the sap that_

flows inside it. In the same way, dance isn't just mecha-
nized intellect or rootless flutterings. True dance draws
strength from the living flow of the universe. (Either the
universe doesn’t hold together and we're simply mad, or
we really are connected in some way!) With this power,
dance can lead us to the heart of réility, it can release
energy within us, and this could be a fearsome thing if one
were not rooted in goodness. The dance began in the
be‘ginning, in silence and stillness, as the world lay wor-
shipping under the hand of God, for the “Spirit of God was
moving over the face of the waters.” The d#nce began with
God!

Movement abownded, for life_was bursting forth
everywhere. There were the rotation of the planets around
the Sun, the changing of seasons and of day to night, the
creepings of cells and plant$ and animals, but as Vet the
dance,was incompletg,for it required the human soul, the
soul of persons movirlg in relationship to God, to give this
dance its deepest purpose, that of praise anid gratitude.

De Chardin, once said that God’s creative.power does
not mold us as if we were of soft clay, but is a fire that
kindles,life in whatever it touches, a quickening spirft. A
quickening spirit! That's when I catch my breath, jump in
iny, and glasp a new idea. Even when we turn to one

‘ ) X . - ’,

others, and to all the world of matter and spirit, through
movement originating from our deepest selves, this same
central point of worship. The movemants of dance-prayer
start from our deep center, flow outward like rivulets into
the stream of life, and impart life everywhere. So dance can
be a part of prayer, just as stillness cdn be a part of move-
ment and silence can be a part of music. There is on€ roog;
all the rest, movement orstiliness, sitence or sound, 1s its
expression. The closer to the source, the purer the séng.

I think Thomas Merton was speaking of this source
when, in Hagia Sophia, he wrote that there is in all things
an inexhaustible sweetness and purity, a silence that flows
with action and joy and which rises up in wordless gen-
tleness, and extends to men from.the unseen roots of all
created- being. N ‘

Now we can,understand when the Psalms say to praise
the Lord with the dance! It is-a dance that wells from our
true nature, from persons not cut off from their inner
Selves. This dance has found different expressions through
the ages, anld our own culture has its unique contribution
to make. o _

In the past, dance was an integral part of all aspects of
life, such as harvesting,afertili,gy,' health, marriage, life,
death, and the relation of people to all of nature. They
were the way cultures expressed their deepest religious
understandings. In our own religious tradition, the Isragl-
ites had triumphal and gay processions, circle dances, and
dances of ecstasy, of which King David’s must have been a
stupendous example (Samuel 6:12~15). The early church
carried on the tradition of the circle dance an@ developed
the idea of the “ring-dance of the angels.” Those graced by
God participated in this dance. Throughout the Middle
Ages there were a wide variety of dances, some even
prescribed for bishops! (See E. Louis Backman's Religious
Dance in the Christian Church and in Popular Medicine

- .
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for a full description of dance in the church.) Aliving, deep

wunderstanding of the religious significance of dance was
being lost in' the midst of “development,” and so” our
Western civilization gradually relegated dance, a mode of
expression so fundamental to human life, to secular activ-
ity The secular world became its only home.

All good things emerge and are recreated in new ways.
As we gradually rediscover the sacredneéss of all matter
(through mystics like Teilhard, from appalled ecologists,
from our own sense-of deprivation of the sacred in the hfe
we. live), we will discover how to dance and pray’ with
purity and meaning and depth in ouy 'own Western way.

.....

ballet and modern dance, and it will draw fromthe ad-
vances in psychological understanding for its depth and
freedom and individuality. It will no doubt be affected by
disciplines from other cultures, with which, for the first
time, the avemge person has a chance to become ac-
quainted—disciplines such as the movement-meditations
of Yoga, T'ai Chi, of Sufism, and of Zen.

We haven't handed down a tradition of sacred move-*
ment from’generation to generation, like that of the sacred

ance of India, so we must turn to the artists, the dancers in
this case, and ask them to plunge into their own depths and
draw, from the living spirit that dwells within them,
movements that are meaningful for the church. The dance
hasto be in relation to all the people.of God, learning from

- Carla De Sola

Potograph by Beverty Hall

them what is soul-satisfying and what is really wanted. .
Vatican II's Constitution of the Church in the Modern
World, in the section entitled “Harmony between Culture C
and Christian Formation,” states very well this relatuon of

the agts to human development. Of sptaific interest for

those concerned with dance and liturgy are these two
sentences in paragraph 62: -

-

Let the church also acknowledge new forms of art
which are adapted to our age and are in keeping with
the cbaracterzsncs of various nations and regions.
Adjusted in their mode of expression and conformed
to liturgical requirements, tbey may be intrbduced
into the Sanctuary when they raise the mind to God,

.

Whenever and wherever there is dancing as part of the
specific worship of church, it must be clearly prayer and
not performance, in kéeping with the liturgy and setting.

One way of preparing the ¢ongregation for dance is to
clarify how mych the church is already mvolved in dance
through its rituals. Think of all the various movements of
Jhe priest as he presides in a mass, and all the movéments
prescribed by the church during the year. The priestbows, .
raises his hands in so many ways to bless, lifts the bread.
plate and cup, and prostrates himself on Good Friday and
at ordination. The people respond by kneeling and bow-
ing and standing. There are processions, as en Palm Sun-
day, and all the movements of the Easter Vigil. Think of all
the rhythms that could Be described during each liturgy
and throughout the year!

The Scriptures also speak of movemént. Jesus raised his
hands to bless, fell with his face to the ground in the |
garden of Gethsemane, and touched those who needed
healing. The very words “descent” into hell, “ascension,” )
and “resurrection’’ convey images-of movement. The
dancer in the church, as 2 member of the Christian com-
munity with a special gift of understanding and loving ,

. movement, lifts up by art and prayer all the movements of

everyday life, uniting them to the deepest gesturés of the'\n Nt
church. P
The congregation can participate in the dance-prayer d
experience as it is expressed by the movements of a solo
dancer of fine quality, who can lift up the people’s souls to
God through beauty in the same way that a solo singer can’
Then there is the participation of 3 small group of nondan-
cers wihfo are willing to learn beforehand a simple
movement-prayer, such as the Our Father. Finally thére is
the general activg invilvement of all in a simple circle
dance, or even just the jo'ining of hands during the final

. song.

As a dancer 1 know the special gifts that dance has to
offer, gifts we all need for the fullness of life. They are gifts
of rhythm with its exuberance and energy, of motion with
its full spectrum of dynamics, ranging from softness and

_' delicacy to piercing strength, and of moving shapes,
shapes that can sweep through space awakening undying

visions All these comprise the unique language by which
dance communicates. Perhaps dance’s most important gift
to us lies in its ability 3 unify us and make us whole by

£
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joining our inward life with our vutward expression. This
can be done when the simplest gesture is meaningfully
done.

What I hdve experienced is that the very atmosphere
created by people dancing together in praver is conducive
to evoking; in an easy and joyful way, gifts each of us

. has—gifts that emerge when we are called to look freely
‘and deeply into ourselves and then share our discoveries
with others, focused on one another 1n God: “When you
‘come together, each one has a hymn, atesson, a revelation,
a tongue, or an interpretation.” (1 Cor. 14:26).

We all have gifts, gifts needed by uthers, gifts wlhich are
shaped from how we see and hear and respond to the
wotld that is inside us and around us. Dance expresses

4
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« these gifts 1n an all-inclusive way, for its subject 15 vur veny

sehves—our thoughts, dreams, loves, talents as well as our
bodies. Dance, when 1t is aTesponse from the heart to the
living God, is also a 5
praise, and transfor
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i My Self, Examined

L . . Mark Wheeler *
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If you are seeking the solutions for the Great Whysof. " sists that all our beliefs ought ultimately to find for

your creation, you will bave to start with the Littl themselves articulate grofnds . . . Vague impressions ‘
Hows of your day-to-day living. If you are looking f of ‘sometbzng indefinable bave no place in the '
the answers to the Big Questions about your soul, rationalistic system . . . If you bave intuitions at-all,

you'd best begin with the Little Answers about your they come from a deeper level of your nature than the

body. loquacious level which rationalism inbabiss.®

Dr. George Sheehan

in Running and Being: Ishall proceed. I'll resume this survey, but with no naive

hope of finding “articulate grounds” for my beliefs or for ~ *

) ) 1
- the Total Experz’en'ce my belief-related actions. I'll be loquacious, but never

) . entertaining the possibility that this or any other excava-
- - L , tion will reach my “deeper levels.” Granted, I like to think
things out, but I love my mysteries too.

Another problem with the rationalist position, it seems,
isthat in its most eloquent expression, that of Desmrtes,\n
is sufrcxemly narrow in its conception of the cognitive™

- -process to-exclude from application any movement of the
body or other link to the senses. It is, in this light, the
" logical extension of Plato’s mind-Rody dichotomy.

I, a dancer, conceive myself to be, that I inquire as to
whegher I pérceive my existence/essence as being
physical or mental or spiritual or, just perhaps, an integra-
tign of these. Certainly never before having found a
. graduate course assignment 4o be a fruitless, purely -
~—-- - academic, even debilitating- exercise, .1 asserted that I
would defy the perpetratoy of this self-dissection and, by 1 shall close my eyes, I shall stop my ears, I shall call
God, express on paper who the hell I am. away all my, senses. I shall shut out even from my
I came to like the idea, deciding to have the document thoughts all images of bodily tbmgs‘
reprmte.d. Copies ofa cop yof-a copy,” Plato would havg 1, Descartes, ‘as Kleinman observes, \further identifies
but he, like the fox who sold his Xerox stock before copies movement of the, body, the dancer’s raison detre, as

became respectable, was just sour grapes. It will be good, 1 R
reasoned, to have a reprint on han whéna cashier, con- “physical, nonthinking, and corporéal, severing it com

. NG 1 i e + pletely from the world of cognition, sensing, and knowing
templating my bank check, demands\dentification or . g
when a receptionist asks “Who’s calling?” “Who am 1, (res cogitans).”® Descartes convinces me, aranonahstlam

) not. N
anyway? Am I my resume?” My professor suggests that I The “vague impressions” and “intuitions ... from a
am just that, so I decided to write it.

The professor’s belief that I can, through mental and deeper level whxchjamesassoc:ates with the non- ranonal

verbal pyrotechnics, arrive atan expression of my essence, outlogk likewise do not fit into the idealistn of-a Plato nor
anii ms y:ubmlssmn to that sugg el; tion, label b}; th of us the materialism of a Berkeley: For Plato even the furthest

rationalist in method. One holding the rational process in recessed fossils of knowledge are easily, explained *
—‘ " lesser esteem would declare this exercise a “fruitless, through an elaborate system of dqavu we've been here

purely academic, even debilitating” one and would take a before, and though the replay isn't instant, the recall may

never-to-befulfilled Incomplete in this particular course be. The matenahstsééorthenrpan would haté me reduced
of life: to tha#”xmte point Ch a graph where ge;nencs and circum-

. . . . stance meet. Such simplistic bisectioft is an insult to m
The other side of the rationalist coin, the side that is €et. such simp bisection is an i 0 my.

. infinity of idiosyncracié¢s. What idiosyncracies? Hang on;
bartered more passionately than the method side, is con- like an initially reluctant participant in primal scream

I thad been suggested that Iset down on paper just what

.Icemed ‘with belief. therapy, I'm warming up to the idea of baring all. o
© - The opinion opposed to mystic}‘mx in philosophy is: I must first complete this rundown of what I am not.
t x sometimesspo/een of asratz’onalism Rationaltsm n- Rationalist. Idealist. Materialist. Pragmatist? Although Wil- 63 \
QO . .
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liam James is among my favorite thinkers, I find hin in the
pragmatic position a potential threat to heartfelt discourse.
James relates the principle of Mr Charles Peirce.

In what respects would the world be different if this

alternative or that were true’ If I can find nothing

that would become dyfferent, then the alternative has

no sense.®

Man, I hold, has a deep, deep need to talk about things
he cannot kriote, about that which he only behe\es, about
this “alternatve” rather than that. To “know” in the
Platonic sense imphes that all the facts are in In questions
of this kind the word “fact” nself provokes a smile: cer-
winly the facts are never all in Accordingly, the debate
cannot end Believing that this paper’s conclusions or
absence thereof will make “nothing different,” but at the
same time not believing the paper to be a “fruitless . ..
exercise,” I conclude: pragmatist. '

Phenomenologtst? Getting to the thing, itself? In this
paper, that thing being sought is I Getting to that “thing”
necessuates getting to those “vague impressions” at the
“inner level ” Eor with me, you see, we're out of the

-tight-ship world of Syllogism and ontological proof and
into the realm of mystics Not only am I not rationalist, _

idealist, materialist, pragmatist I'm not philosophical. I'm
religious. .

It has been lamented that philosophy is a rational
scratch for an emotional itch For this predicament the
lamentor prescribed the salve of religion 1 prescribe the
_same for the seventy-two-year itch of my expected lifespan.
" But one can hope to answer the question, “What is. the
nature of religion?,” only after inquiring into the  rature of
the “itch.”

I deny that the itch is correctly characterized as being
solely emotional Analogous to emotional states in need of
attention are body anxieties. A particular instance of this
phenomenon is identified by the colloquial expression
“the can’t help its ” In this state the body experiences a
slight, momentary, completely involuntary conwulsion,
uncontrollable, yet tolerated by tensing the neck and
shoulders, shaking the head, and saying “I have the can’t
help its.” An occasional case of the “can’t help its,” like the
emotional state of anxiety, is a necessary side effect of
existence The, universe scratches us and the “sacrifices
and’surrenders,” James’ terms to be cited in context be-
low, are the itches we muster up. Upon reflection I realize
that the nature of my itching response, to 2 variety of
scratches, fs decidedly physical. .

My life would seem to be organized around a set of
physical rituals. For example, once I have been out of bed

" over two hours, my every use of the 10ilet is preceded by

.

fd
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my bending over, with legs straight and perpendicular to
the floor, a la Horton technique, and touching my palms to
the ﬂoor four times. 1 do the same before getting into a
bath tub or shower, and again immediately upon steppmg
in, 1 go to my knees'when feelings of gratitude or entreaty
rush, over me. 1 touch palms to the pavement before

: ' g /

+ entering a car. When drinking beer in my home, atone, Late ~

at might, I'sit'tn the cross-legged Indian posttion.of Yoga,
Graham, and Hawkans, finding it important that I be well-
aligned so that clear thoughts might close out the day. I
care not about the alignment of the stars with regard to my
astrological sign, but belteve #t cructal that this reflective
hour of the night finds my,pelvis in proper relation o my
spine.

On a PBS documen\try devoted to the hfe and artistry of
p1antst Arthur Rubenstein, the genius expressed “All my
life Thave been on my knees before mustc.” Upon hearing
these words I decided that it would bé adnurable to at-
tempt to mspire the epttaph, “All his life he was on his
knees before hife ™ Thus, I go to my knees frequently Mind
vou, I take care not to be observed, but hope that the
physical act of kneeling will create in me a sense of humil-
ity and awe which might be reﬂected in ¢ lesa physical
aspects of my life. '

At mgments of particular significance I am compelled to
s . Pl
extend this prostration inta a-fully-counted execution of

Erick Hawkins™ “scroll” exercise. For four counts of eight I
explore the articulation of my vertebrae Auempting to_
sense every physical point between, 1 pass four imes from”
the forehead-on-the-floor, “rolled up into a ball” position
to the squatting posttion with the spine perpendicular to
the floor. Examples of such moments of particular signifi-
cance are those when a rush of gratitudé or entreaty comes
over me, when leaving a place dear to me; when leaving a
piano where I have found inspiratton, when approachmga
piano where I hope l:o be insptrei, or, of course, avery
night before getting into bed. To experience one of these
. moments, or to reach the milestone which 1s the end of a
dax without acknowledging it would be a cosmic case of
presumption. ]

Postures are of critical importance to me. My return to
orgamzed religion (I have six years before quietly re-
“nounced my Methodtst upbringing and with 1t all orga-
nized worship) was 10 a great extent precipitated by the *
Episcopal Church’s practice of using the kneeling rail
which graces every péw. The dilemma for me was how to
use it, to kneel with thighs perpendicular to the floor or to
stretch the quadriceps and let the pelvis sit on the heels,
one of the positions of the Hawkins™ “scroll.” The latter was
more relaxed, permitttng me to have the pelvis in 1ts
proper ﬁlt forward, consequently permutting free contem-
plation. The former, however, seemed to more effecuvely
pay homage. 1 recently determined that I would employ
both positions, depending upon the part of the service
being said and upon thy relattonship to the Force before
whom I kneel.

Since learning some years ago that Katharine Hepburn
ended every shower with a cold shower, I have done the
same. What began as a ‘challenge has run the course
through habit to ritudlized reminder that I am alive. When
the water has reached us coldest I push against the wall
with my hands, dping eight Achilleggendon stretches, a L
barre, four with each leg. Once d@@ I can wrn off the
water, do my floor touches, and tkéup my towel.
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Ona Kuder psvchologncal preference test, I'was asked if
i frequentlv took stairs “two steps atatime.” I realized that
the right answer for me was “yes” and determined that
every set of steps I later encountered would be graced'by
at least one such jeté To fail in this would be 1o admit lost
enthusiasm for-all life | —-

Sometimes when I'm studying in a carrel at a favorite
coffeehouse, thought.s will jump from a written pagé to
spursomething to my mind. I will write it and hike 1t. An old
song will be on the radio and the moment becomes magi-
cal 1 place my pelvis and spine in that harmonious rela-
tionship to each other, I contract my pubecoccygeus mus-
cle, my iliac, psoas, and gluteals, until I feel that I have
sufficiently imprinted the moment and adequately ex-
pressed admiration and gratitude to whom 1t may concern.
To merely “take 1t in” would constitute a case of taking it
for granted To tacitly let it g0 unheralded by my deepest
nerve ending would result’in atrophy from the inside out;
Soonthe thoughton the page would just stay there; soon
the old song would be just another old song, soon I'd be
physiologically incapable of tingling with a high.

In summary, in random moments of recognition of the
precious tenuousness oflife I may bring my pelvis forward
4nd push out my lower back, I may stretch my arms from
therr glenoid fossae, 1 may touch my hands to the floor or
lean over into a flat-back “table-top,” ot kneel with the
forehéad on the floor and there, pray.

. -

For when all is said and done, we are in the end
absolutely dependent on the universe, and into sac-

- . rifices and surrenders of some sort, deliberately

looked at and accepted, we are draun and pressed as”

into our only permanent positions of repose. Now in

those states of mind which fall short of religion, the

surrender is submitted to as an imposition of neces-

sity, and the sacrifice is undergone at the very best

without complaint In the religious life, on the con-

trary, surrender and sacrifice are positively espoused;

even unnecessary givings-up are added in order that
. the bappiness may increase.”

In the above words William James characterizes the
relation of my self relating itself to my self, he pinpoints
what I feel If physical joy, i.e, tone, leanness, agility,
flexibility, is to be taken away, I want to be sure that it was

. Gad, or fate, or the ravages of time that took it away, and
not my own laxity, my own reluctance to surrender, to
sacrifice, to expend energy in homage, to get “on my knees
before life.” Thus, this physical dues-paying has a physical
end But it must be seen in a hroader, more complex,
integrated light. . .

Removed from purely physical concerns, I feel that if
happiness, i.e., perception of the divine, aliveness to the
instant, ability to reach the natural “high” of a peak experi-
ence, is to be taken away, I do not want it to be due to my
smugness of taking it for granted, to my failure to ac-
knowledge, to my surrendering and sacrificing grudg-
mgh Desplle the not exclusively physical nature of these

I -
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broader concerns, the tool of cheerful surrender and sac-
nifice is the all of me, including my body - .
I cannot rationally explain why I do these things mlh my

body, why I feel compelled to perform these personalized -

genuflections A force from withiri my mind and bod) ,and
from without, commands me to these actions; I “can't help

" The force, because I can neither see nor explain it, has
to be termed “spirtual” or “mystical * My compulsnon to
obey such commands attests to my behef in the force ‘As
for grounds for belief in the reabity of this spiritual mystery,
Ifind C S Lewis stating my position eloquently.

Authority, reason, experience, on these three mxed in
varying proportions all our knowledge depends The
authority of many wise men in many different nmes
and places forbids me to regard the spiritual world as.
an illusion. My reason, showing me the apparently .
insoluble difficulties of matemsalism and proving that
the hypotbesis of a spiritual world covers far more of
the facts with far fewer assumptions, forbids me again.
My experience even of such feeble attempts as I bave,
made to live the spiritual life does not lead to the
results which the pursuit of an illusion ordinarily
leads to, and therefore forbids me yet again ®

Believing in the reality of spiritual epergy, I am indeed
happy toanswer its command with my mental and physical
‘energy.

I hold that the physically toned and tuned individual

enjoys more poténtial fSr realizifig ind maintaining a mys- ;

tical, religious, transce€ndent life, for offering the sacrifites
and surrenders of which James writes. The image qf “the
praying hands,” to choose a well-known svmbc'l’?or the
awe-inspired, obedient, communing person, strikes me as
being as limited as the belt-turning production line
worker was toLaban The tone, aligned body 1s an available
instrument offering more opportunity for integrated sur-
rendér and sacrifice. “Nothing is more spiritual than the
human body.™ On its knees or contracting its way toward
inner quiet, the examined body happily responds to the
universe’s, and its own, varied necessities.

o .
Afterword
All of this may seem rather eccentric. I am not unaware
of the threat involved in following formalized, regimented
repetition | had eccentric mind fixes in Chlldhood eg.,

.

* ?vnc from

°
-

“Step on a crack, you break your mother's back.” I sin-
cerely believed, and assiduously, devoutly keps my head
down as I'walked home from grammuar school, missiag the
beauty above I recall also a relentlessly open closet door
which [, when hanng passed by 1, closed with rehigious
fervor.

In the summer of my twenty-first year I féad niy first
bouk on Zen and the following fall A Connecticut yankee
mn King Artbur's Court, Mark Twain's biung ipdictment of °
the medieval church. The combined effect of my reading
these two works was a falling away from organized rel-
gion and my renouncing anything more ritualized than a
watk alone 1n aforest | suppoge that after six years I could
no longer cope with the beaL.t) of the forest without
acknowledgmgthat beauty with a “formal and cusmmanl\
repeated act.” -

Since returming.to orgamzed relxgxon and to rual, 1
recall the ancients’ “moderation in all things " I strive for
that Golden Mean, between falling into slavery to a barrage
of personal ritual, andhvmg ‘the unexamined hfe” which
Socrates deemed “not worth living ™ o ’
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szlzcal Criteria in Modem Darnice:

Modern Dance as a Propbetz’c.Fonn

» Douglas Adams and Judith Rock

«

heologian Paul Tillich advanced the discussion of religious content, as in the case of Raphael's “Madonnaand
““Theology and the Arts” by noting that some art is Child” or “Crucifixion.” The symbols in these paintings
strongly relxglous in style even though it is not are obviously religious, but so harmonious and well-
relngxous in subject matter; conversely, some art is not rounded is the style that it denies the content and makes «
religious "in style even though 1t is religious in subject the paintings “dangerously irreligious.” Tillich'sees paint-
matter Similarly, some sermons and writings cite ‘many ings of this kind as dangerous becaufe, for example, *,
Biplical passages but are essentially unexpressive of Bibli- Raphael’s Christ on the cross reveals no dimension of
cal faiths (for such sermons uphold the status quo without suffering and so may mislead the viewer to expect an easy
justice for many individuals);-other sermons and writings harmony with humanity as the goa] @r result of Christ's
cite few if any Biblical passages but express Biblical faiths presence, an expectation that will blind the viewer to
(for such s€rmons call into question the status quo and Christ’s presenc€ in much of life. The fourth tategory 1s
seek justice for each human life) To date, mostdiscussions that in which we find both religious style and rehgious

of the Bible in dance have focused on works which are content. Tillich's prime example for the fourth categoryas_ .z — —

Biblical in subject matter such as “The Prodigal Son” or Grunewald’s sixteenth century “Crucifixion” on the
“Job ™ This paper focuses on the less obvious but pro- Isenheim altar where the style as well as content expresses
found reflection of Biblical faith and value in the aesthetics the Crucifixion. He is uneasy about identifying arly con-
of modern dan'ce_techmque and choreography. . temporary visual art on this level.

Religion and art analysis in the visual arts hasproceeded ~ ©  Tillich’s four categories are thought-provoking when
further than such analysis in dance and thérefore may aid considered with respect to modern dance. In the first
“dance criticism as we consider the question of Biblical category, that of a work whose style shows no ultimate
criteria Tillich has drawn our attention to how the very concern and whose subject mater s not teligious, we
style of art expresses theology.? Our preoccupation with would place many student dance compositions of the
iconography in visual art or with subject matter in dance Cunningham génre. The second grouping characterized
tends to_reduce the visual art of dance to narrative or by religious style and non-rgligious subject matter would
literature; attention to style considers each art form in its include Kurt Joos' “Green ‘Aye," Paul Taylor's ““Cloven
own terms and allows its unique contributions to inform Kingdom" and “Esplanade, Sose Limon’s “The Moor's
us, Tillich distinguished between religion in the larger Pavane;” and Twyla Tharp’s “Sue’sLeg” to name only avery
sense (“being ulu‘mately concerned about one’s own be- few. In the third category, we would place many of the
ipg, about one's self ahd one’s world, dbout its meaning so-called “religious” dances we have seen. Many of these
and its estrangement and its finitude”) and religioninthe . dances, while their content is specifically religious, display

. narrower sense “having a set of symbq]s, . .. divine be- . anon-religious style, i.e., a style which is smooth, pretty,
ings,  ritual actions and doctrinal formulations’ab,out and entenammg, t no more. Norbert Vesak’s "fo( tobe.
their relationship to us.™ The larger scppe of religion is Simple,” a ballet about the American Shakers, would be in
communicated in style and the narrower is commumcated this third category. In the fourth category, that of dances
through subject matter. Jo- with both religious style and religious content, we would

Thus Tillich was able to distinguish four categories of ,-place Margalit Oved's “Mothers of Israel,” Helen Tamiris'
relation between religion and visual art. The first would be “Negfo. Spl‘ituals and Martha Graham's “Seraphic

a style éxpressive of no.ultimate concern and a content Dialogue.”
without religious subject matter The second would be It is the second category which radxca[ly expands our
religious in style and non-religious in content. As an understanding of the Bible in dance, as we begin to ex- -
example of this sec‘;%egory, he cites Picasso's “Guer- plore Tillich’s observation that the very style or form of an
nica,” because it is afflinting in which “we do not cover up art work ¥y be Biblical whether or not its subject matter
anything, but have to look at the human situation in .its is Bxbhcal The influence of the Biblical sects and the
O hs™ ’I’he third category is a non-religlous style but effects of values on Western culture (and therefore on art)
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1> diffuse, but discernible 10 many spedific instances Any
artist within a culture is affected By its vilues, both those
conscivusly aceepted, thuse rejected, and thuse not even
conscidusly considered. Western modern dance choreog-
raphers are no exception. Any modern dance mey reflect
Bibhcally-ruoted affirmations and values, w hether or nut
its subject matter 15 specifically Biblical, and whether or
not the choreugrapher had a direct intention’ of affirming
Biblical values The reason for this is that there 1s n
modern dance techmque'and choreography a prophetic
element which parallels the prophetic element in the
Biblical nartative.- -

The first obvious question rased by ttfis thesis 15, an
important vne. Because the modern dance 1s such a di
—verse phenomenon in terms of style, technique, and
choreugraphic intention, 15 it even possible to speak of a
basti. modern dance aesthetic? Selma Jean Cohen states, in
her Introducton to The Modern Dance. Seven Statements
of Belief, “The modern dance 15 always concerned wish the
unacceptable symbuol, the one that startles us into awnare-
ness. The pressure may be subtle or it may be ubnuus but
it is"always there s The modern dance, then, can be seen
as a prophetic auntude toward the functuon of art jn gen-
eral, and dance 1n parucular, in the contemporany world
The basicmudern dance desthenu 15 a propheuc pomnt of
view.

Biblical propheuc as defined by Abraham Heschel 1s.

the prophet 1s an iconuclast, challenging the apparently
holy, revered, awesome.” The prophet’s language, ppetry,

- -itself. - .

and awon is charged wath agitation, anguish, and aspint of
nonaceeptance. ghe prophet “1s a preacher whose pur-
puse 15 nut self-expression or the purgation of feeling, but

- communication.”®

John Marun, a New York Times dance cntu, elaborated
1in 1933 that the modern dance was not dunce for spectacu
lar display or self-expression, but ddnce & hich antempted
to communicate persoral authentic expenenue expen-
ence connected with abasictruth about human beings and
realiy ” Modern dance began as a prophetic form in that
1ts purpuse was the communication of personal authenuic
experience by means of new symbols, new forms, and new

ways of moving, It queried both the dance that had previ-
ously existed and the ume _and place i which 1t found

Perhaps the mod fance of the 1920s, 50;, and 40s
shows the basically prophetic character of the form more
clearly than the dance of the 50, 60s, and early 70s. Fur the
early chorevgraphers (Graham, Humphrey, and Wigman),
emotional motivation and human communication about
human beings was primary. These choreographers be-
heved in the pot ynal sucial relevance of art, art rooted 1n
ume and space.”They san the vrdmany expenence of
human beings as valid arusutc material vut of which the
arust may create, They were concerned with meaning in all
its dimensions; like Biblical characters and stones, they
saw no necessity for happy endings (Moses never made it
to the promised land, the elder brother 1n Jesus’ parable
does not go to the party.) While the earlier choreog-

Body and Squl Dance Company in Judith Rock’s “House of Prayer”
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mp}lers saw that darrce could be com}nynic.uim in itself |
apart from narrative orgprestntative contenty they wege
: ._\3vuys eoncerned with form as the structure of content,
rather than simply as an end in nself As Heschel remings-
us, the prophet’s central coricern 15 “the plight of man
~50d Himself is described as reflecuhg over the plight of
man, rather than as contemplating eternal 1deas.™ The
early modern dances of Graham, Wigmzlc:n, and Humphrey
did not contemplate eternal {deas. They looked at human .
beings 1n human situations antl told the brusque, undeco-
rated, unlovely truth as they saw 1t Borrowing Joshua
Tavlor's categories of style, we call such dances “com-

« mumuve’ and not "unive.”

- Those choreographers offered us dances which lift up
the ambiguity, the humor, the sorrow, and the absurdity,
(and through these realities the truth) found n ordmnary
r&man experience This lifung up of things as they are 1s
‘part of the prophetic voice and Biblical touchstone within
modern didnce Confronted with such a dance (one thinks
among others pr(X)'s "Green Tflblq,';ﬁrahurp's “Lamenta-
uons” and her dances based on Greek nfyvths, Wigman'’s -
“Witch,” agd Anna Sokolow’s "Rooms”) the audience has
the opportunity to see some part of themselves as they
really are, to hear some part of the truth about how 1t 1510
be truly human )

Heschel states that though'the prophet begins with a
message of woe, he ends with a message of hope. As the
modern dance and its choreographers grew, they also
developed the counterpomnt side of their prophetc form.
The propheuc message has a tenderness at its heart, what
Heschel calls the pathos of God® Repent so that the
crooked mav be made straight, so rhar the barren places
'may bear frus, so that Jacob may stand, for he 1s very small
Dances which come immediately to mind are Humphrey's

“"Dav On Earth,” Graham’s “Appalachian Spring.” and *
Charles Wesdmann's "On My Mother’s Side.”

While in that earlier peniod, modern dancers shared
many.of the above mentioned principles of belief, this 1s
not astrue today Perhaps the major change since 1950 has

+ been the lessening impofance of emotional motivation
and communication of unversal human experience Form
has taken precedence over content Graham found the
genesis of movement in the act of breathing, the source of
human ljfe, beginning as the Biblici narrative begins with
the gift of breath to the human body. and its consequences

-Humphrey created new movement out of her discoveries
aboutthe-human body with respect 1o the world around it,
o space, to gravity Some of the middle generation of

= choreographers, however, have taken the modern dance

in other less prophetc directions As hon-Western reh-
gions and their corresponding aesth€tics permeate West-
ern culture, one sees a shift g modern_dance style as
reflected in the work of Erick Hawkins Hawkins'states that

~ the function of the artist 1s not to present life as it is, but in
line with traditional Oriental aesthetics, to offer ideals of
“enlightenment, life g5 it ougfit to be.! this is Yirectly
opposite of the Biblical prophetic understanding that re-
newal or enlightenment is to be found in the midst of life

ERIC
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as it is in all its grubbimess and ambiguity, that God is at
least as likely'to be encountered through the experience of
being invaded by the Assyrian army as in meditation in the
temple -~ . )

Other choreographers, e.g., Alwin Nikolais and Merce, .
Cunningham, have turned almost-exclusively to form itself
as their arusuc concern. This is.a potentially prophetic .
direction, as witnessed by Tillich’s second category of art
with religious style but non-religious content. However, a
requirement for the prophetic whether in Biblical natra-
tive or in modern dance 1s that 1t calls us and our favorite
attitudes and assumpuons into question. ~Ifisofar as
choreographers have simply acknowledged the tenacity of !
contemporary’ force§ of abstraction, randomness,
mechanization, ihd meaninglessness, they. have ceased 10
be prophetic. The prophetieds that which speaks the new | >
word and calls us beyond what 1s The prophetic trans-
cends the contemporary and 1s allied with a vet unrealized
future *Insofar as modern dance or any art ssmply refledts

- or renterates the beliefs and tendencies and statements of
e the surrounding culture, it ceases to be prophetic. The

prophetc artform grows out of its ume and plzl&e but also
questions its time and place and offers a”cléarer and
deeper vision lest the people perish. In the work of the
choreographers of the 1970s, such as Twvla Tharp,
Meredith Mpnk, Philobolus, and Kei Take, there seems to
be some return to a cohcern with emotional motivation
and the impoftarice of human expenence, although the
result looks utterly different from the works of Graham,

70 | . 4 .
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Humphrey, Limon, Werdmann, and uthers There 1s 4 new
umfication of emutivnal motvatore and abstracuon of
form in d.lmes which are rehigious 1n style by suggestmg
realities and concerns below the surface of human hfe. In
these wourds the moderndance seems to be reemerging as
a prophetic art. form in vur tme and place

In retrospect, we see that dances which have struck us as
prophetichave certain technicdl elements 1n evidence that
stress the realities of lifer as 1t exists. use of percussive
movement, the center body, fall and recovery; the floor,
asymmetry, humor  Such elements have been used to
create dances thav have been surprising and new to us,
they have required us to again look more closely and they
have expanded ur vision, Stmilarly, the Biblically pruphe-
tic calls us tu the new sung, the new wine, repeating what

In this particular work though, she has shown us some-
thing uf “the plight of man,” to use Heschel's words.'
Watching “Sue’s Leg™ and listening to its music, 1t 15 re-
membered that thuse people moving frequently, throwing
each uther into the air, dhinging tugetheran the last hours
of dance marathons, were people on the brink of war and ~
in the midst of war. Their dances came out of the heart of
“the plight of man.” As we watch them, recreated by Tharp,
we are in our ime and in the midst of our own wars,
reminded of our own plight. ,

A prophetic modern dance whether religious in subject
matjer or not tells us the truth, not necessanty particular
truths (that Gud exists or does not, or that love is full of
pain or full of pleasure), but sume truth about vurselves, A
prophetic moudern dance tells us sumething about how it s

-used-to be-prophetre-wilt ntﬁongerbfrprophttrcjchrr — ~to be-hrurman: Any partcutartroth, any particutar message,

Cage helps us understand why this 1s the cdase. He notgs
that the American flag 15 radically asymmetnical in design,
but we have seen it su often that it becomes symmetrical
because uf vur expéctations of it. and we du not really see
it 11

New prophetic dances use movement elements 1n un-
expected, new prophetic ways as we see in Twyla Tharp's
“Sue's Leg.” Although all dancers try for a flow of move-
ment, Tharp achieves 1t to a unique degree in “Sue’s Leg.”
She uses an extraordinary flow of movement in the dan-
cers” bodies, with humor, to recreate the social dance and
popular music world of the 1930s and 40s The movement
never stops, it flows through individual bodies, and from
body to body, without visible drops or dead spots. The
dancers meet, cling together, bounce and roll off each
other, giving and receiving energy from each other’s flow
of muvement, When hudy contact dccurs between dancers
1t 15 not for the purpose uf spectacular hfts or other techn-
caal fireworks, but to show us real bodies—excited, mov-
ing, playing, exhausted. Her use of humor also permits the
audience to percewve a sense of community among the
dancers. We see potential couples eye each other, try each
other; we see them both succeed and fail at dancing to-
gether, we see them move on. Their encounters, like ours,
are bothserious and absurd Like us, they keep on dancing,
stepping on each other's feet, and squeezing the last drop
of life out of an era and out of themselves.

“Sue’s Leg™ is a prophetic dance with secular subject
" matter. It is prophetic in stiowing us human beings not
unly as they were butas they are. Tharp's dances have been
called merely fashivnable, chr, and slick by sume crics

¥ -

15 suon stated. The truth about vurselves can never be tu[d
fally or v often. Biblically propheuc art, 15 made by an
1conuclast, byrtists who break the holy 1images to shock
us 1nto new %eness of the truth about vursehes. Con-

fronted with sudh a work of art, we once again have earsto

. hear and eyes to see, miracutously -fur a moment, we do

hear, and we do sge.
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To Dcmce or Not to Dande

‘Hail Terpsichore. Sweet Goddess of the Dance: Art-
Divine! Grace of Manners and Innocent Joys are thy
Charming Gifts, Gentle Muse, and not in the Rbythm
of Motion, but only in a Bad Heart, or a Vicious
Tongue, is the Guilt of Sin Then bail, Terpsichore,
Sweet Goddess of the Dance, all bail! Bigots may
scowl, Hypochondriacs — Horror-Stricken, may sigh,
Dancing is, nevertheless, an Amusenient as Old and '
as Universal as the Human Race. Classic Antiquity
made it one of its Chief Modes of Aesthetic Develop-
ment as well as Most Delightful Pastime, while the
Holy Bible of the Jews and the Christians' Sacred
Gospel Empbatically and” Benignly sanction and
sanctify its Judicious Observance! Then bail, Sweet
Terpsichore, Goddgss of the Dance, bail, all bail!*

- s -
th this invocation, the Reverend J.B. Gross ..

opened his treatise in defense of dancing in
* 1879. In this work, he praised the dance for its
positive effects on “the mental and physical constitution of

man.” He endorsed dance as a form of religious expres-

sion and as an artistic, social, and recreational pursuit as
well. Recoghizing thereligious and socializing nature of
€early dance, he stated that dancing is, and always has been,
a normal,.natural response 1o life?

“God has wisely ordained that all the faculties with
which He has endowed us should be exercised in their

proper time and in their appropriate manner,” he wrote?

He did not espouse an “anything goes” attitude toward
dance; in defending it as a form of human activity, he

acknowledged that it is liable to abuse, but not more so -

than any other activity. (He conceded that even some
religious sects are guilty of abuse and perversion in the
practice of dance.) He concluded that “a great many worse

~ and less seemly deeds,than are implied in dancing are

done in His august and holy presence in His “house of
Many Mansions.™
His belief that “rational amusement and true piety are
clearly the essential twin-factors of a useful, a contented,
* and ahappy life,” supported his case for dance. It set him
apart from many of his contemporaries who wrote and
preached against dancing, He attributed to Ruskm a state-
ment that the only safeguard§ to morality are * ‘music and
‘ecise dancing s

. . 7'
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Mary Janie Wolbers

Clearly the complaint of early Christian leaders in
America was against “mixed” (male-female) social danc-
ing, £.g., at balls, in dance halls, in taverns, and what was
labeled “profane and promiscuous dancing” (the associa-
tion with feasts and public demonstrations was specifically
mentioned).® Where dancing was justified by the Bible, 1t
was not condemned, nor was dancing instruction totally
frowned upon. Increase Mather looked with favor on
dancmg instruction which concerned its
manners, poise, composure of body,

. havior, provided it did not take place in mixed company’

Mather was distressed that dancing was “customary”
among Christians in the colonies. Maypole dances were
particular targets of condemnation and the people re-
sponded (at least in one mstance,{m Charlestown, Mas-
sachusetts) by erecting larger Maypoles. History records

» laws against dancing; court cases, the presence of dancing
masters, and books published on the dance. Dancing sur-
vived, despite the ‘fire and brimstone” sermons. Marks'
_bibliography of “anti-dance” literature from 1685-1963
" lists seme 150-books, tracts, essays, sermons, and dis-
courses, fifty-four of whnch were published since 1900.7

Although dancing has been suppressed by religious
leaders and communities in the Western Christian world,
it is well tS bear the following facts in mind. Some theolo-
gians condemn dance; others support it. Some deny joy,
othérs claim it is our salvation. Some discourage ‘self-
expression, others urge that it be given release in satisfac-
tory, healthy modes of behavior or it will self-
destructive, anti-social outlets. Attitudes toward #Bce are
being examined and the dialogue is now more open and
rational than it was in the early days of America.

Constraints agamst dancing have not come solely from
the church. Secular factions have. alse been mvolved The
Federation of Women'’s Clubs banned the Argenting Tango
and the Hesitation Waltz in 1914. This was the era in which
Vernon and Irene Castle popularized such dances as the
Castle Walk through their ballroom exhibitions. Public
officials denounced the Lame Duck, Turkey.Trat, Fox Trot,
and Bunny Hug as “orgies taking place in public dance
halls.” Fifteen young womegywere reportedly fired from
their jobs with the Curtis Publishing Company because
they were caught doing the Turkey Trot duringtheir lunch
break.

-
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The case against dance has not always been predicated
on its abuse The invention of the printing press thrust
upon the world a new emphasis on verbalism The capac
ity t0 read and write, as well as 1o speak “the word”
suddenly'took on increased importance, alf forms of non-
verbal expression were suppressed. We are only now
coming back to a full appreciation of nonverbal forms of
expression and commumication.

Although too many colleges still base admissions chiefly
on SAT “verbal scores,” other nstitutions are probing
ways to develop and evaluate human potenttal. We hope
that the individual can develop a healthy self-image, the
ability to express and communicate his values to gthers, to
behave 1n a sotially acceptable tanner and to approach
problem-solving with creativity and confidence. Studies
on hemispheric functions of the brain point out the de-

" sirability of training_the right half to perform long-

neglected talks, and of bringing the activities of the two
hemispheres into harmony (It is interesting to note the

great potential which dance holds for meeting the chal- #

lenge of the above mentioned goals.)

Dance can and does exist under a variety of names.
-Perhaps 1t is the old matter of semantics: “a rose by.any
other name..." A group which rejects dancing as sinful
engages enthusiastically in “singing games™ (self-
accompanied dances). A congregation feels comfortable
with the “worship choir” or “motion choir” which dances

M\hryjane Wolbers in “Liturgy of Dance in Worshbip”

performed at the Salem United Cburch of Cbrist
Harrisburg, Pennsylvania

Pbotograpb by Chip Decker

regularly in its church. (A "dance choir” would not be
x\elu)me') Leaders involve people in “symbolic move-
ment” who could not bring themselves to think. of this
movement as d;mce Church "sociables” just as often 1n-
clude dancing among the evening’s activities ds prayer and =
the potluek supper.

On the other hand, there is a growing, upen acceptance
of (fance as worship and in the social lives of Western ¢
Chr&.su;ms by formezly resistant denominations. The revi-
vak 18 well-documented in And We Have Danced, by Car-
lynn Reed, and other sources.® Priests assert that "the Mass,
uself is a dance.” The Coast Salish peoples are dancing

" again—ancestral “spirit dancing” laced with elements of

Shaker dance (which has been incorporated nto their
beliefs and practicesy.* Social dances are frequently spon-
sored by church groups. Dance is a technique increasingly
used by Yeligious educatorsaStudents are learming about
dance in theological schodls and, they are calling 1t dance!
In asserting that the pioneers of American dance were
“evangelically inclined,” Joseph Mazo writes,

Religious ceremonies frequently are celebrated in

dance, even, at times in the Western tradinon. A Chas- -~

" sidic folk-song bids the congregation be quiet, the
rabbi is going to dance, and when the rabbi dances,
the tables and chairs dance with him and Satan falls
dead in the middle of the floor. There comes a mo-
ment of ecstacy in which voice and words are 100
weak to contain fervor; the entire body is zmpelled to
movement.*° ;

Modern Western society, beset with problems of drug
abuse, crime, Mypertension, and disease can well look to
other times and otfier cultures for clues to their solution.

" We can no longer write off the practices of other cultures

as “heathen,” or “uncivilized,” and having no relevance for
our time. We have tepded to dismiss the dance practices of
primitive man and other cuiiures without seriously exa-
minitig their nature-and significance. Is it possible there is
amessage here we are missing? ‘

Two present-day churchmen speak for dance asaway of
life that holds promise for the future. “Do something (it's
bound to have a shape). Move (movementmakes a path or
pattern),” writes John David Maguire. He concludes, “Our
call is to begin moving. And as we warm to walking in the
Light, we shall surely come at sometime to that moment
when fwith 2l men— ‘the sons of morning'—we shall

dance and sing for joy.” We shall dance in the company of

God.” ' Marvin Halverson in “Opening Statement” to the
proceedings from the first national conference on the
churchand the dance in 1960, writes of the role of dance in
worship adding, “And not least, the restoration of the
dance in the life-of man, even apart from corporate wor-
shnp, is an important gesture in the dlrectlon of wholeness

and holiness.”?

" 'We live in a religiously plural world. Today's world is
shririking. We must be mindful that the Christian religion
is one of eight major faiths, and one of a considerable
number of faiths if all denominations, cults, and groups are
counted. CBrmuans actually number less than one-fourth
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of the world’s populauon For many of the world’s people,
dance is part of the very fiber of life. In many non-Western
societies, religious activities are an integral,and intimite
part of community life and def} separation from the total

cultural pattern. There are those who have always danced -

their faith, have always danced as a form 6f socializing,
healing, and telebration. Thef:would be unable to accept a
religion whjch forbies dancing. Those in the f\eld of Chris-
tian missions have always experienced difficulty if cdnver-

sion means giving up dancing in order to be “saved.”
Presenf-day missionaries have expressed grea interest in
the revival of dance 1n Christian worship and in the work of
mdxvnduals and groups such as The Sacred Da ce Guild,

man, we all reveal something of our inner selves through
expressive movement. If this movement is not a full-

fledged dance, it is at least “dance-like.” Inthis regard, 151t

possible for a normal person to be a * non-dancer?” Is it
humane to forbid sumething as normal and natural as
dancing? To dance or not to dance: do we really have a
choice? If dapce is a normal human response to ljfe, then_
let’s be human —Ilet’s dance!

-

o ) ' \
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* University of Washington Press, 1978.
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The Art of Worship

- “and the Art of

-

Harvard Divinity School My husband, with several

other Unitarian students, decided to create a service
for Good Friday. Why the Unitarians decided to tackle that
particular religious Everest (I suspect that Hillary’s answer
would have served them as well), why they brought me
into their conspiratorial band, has long since slid into a
memoryless chasm 1 remember the sequence of the
dances (triumphal entry, betrayal), and a lot of personal
anguish, In the midst of one of these bodily and psychic
wrench{ngs, I left the chancel to execute a great sweeping
gesture, a sort of "we're in this together, folks” message,
and found my fingertjps within inches of Dean Sam Mil-
ler’snose Isuddenly felt terribly exposed. I had leapt in
front of plenty of footlights, But had never been eyeball to
eyeball with my audience before. What was worse, was that
this was not an audience bugaacongregation. I knew that
there was a difference, but%yet to establish what that
difference is. )

The first time I ever danced in a church service.was at

Dancing int the Unitarian church wds never a big issue.
Unitarians tend to gloss over the Salome-seductive-body-

.. .. -Syndrome in favor of Paul's “temple of the holy spirit.”

.. Dancing in church taught me how to proof-text. Liberal
réligionists, I leatned, readilv identify with David, “danc-

" ing before the Lord with all his might.” In David's famous
dance, in which the return of the Ark of the Covenant to
Jerusalem i$ celebrated, he abandoned his ephod in an
exultant moment and finished the darice nude. His proper
wife, Michal, peeking from the tent, was shocked and thus,
_reprimanded him. ']‘hough there are never many “Mic-
hals™in"olir congregations, with David I might have said,

“Coal it, Michal. If the Lord hasn't struck me down already,»

dancing in very holy places must be OK.”

Of course there are issues. First was the barefeet issue.
Several people had previously suggested that dancing in
church would be more religious if they didn’t have to look
at barefeet, especially those that were dirty. Several years
later, the big issue in the liturgical dance group was bras-
or-no-bras. (That was during the period, to paraphrase
Kipling, when all those about us were burning theirs . . .)
The implication is obvious. Dancing is holy.when the

“bodies in question do"not, distract from their ethereal

Danice

Barbara Kres Beach

Then there is the who-should-dance issue. If the liturgi-
cal dance group is in fact a community-creating adjunct to
“the Targer church, shouldn't’evex.'yone with desire and
sincerity (and Treliability at practice) be encouraged to
share the dance experience with a cengregation? The
question is how much desire, sincerity, and reliability 15
required to compensate for the sins the flesh 1s heir to.
Adult congregational dance groups usually attract young
matrons, not nymphets whom George Balanchine so
readily takes to his heart and into his company. One en-
thusiastic member was perpetually on the brink of losing
30 pounds.Some folks feel the act of dance ought not to
require a willing suspension of utter disbelief,

Finally, there are the issues of purpose. What does dance
.do in a service of worship? How does it work? &Where does
it fi? Is the best dance in the church funddmentally the
same as the best dance in the theatre? Do we ask only that
dance expression reflect the diversity and depth of the
creative imagination which gives it form? Do we ask that it
be authentic? Aesthetic? Both? Because it's church art and
not art with a capital A, do we look for dance more in the
manner of Norman Rockwell, and less in the manner of
Mark Rothko? Should it, in other words, cleave a little
closer to the explicitness of actual gesture, and a little
further from the kind of symbolizations not given to facile
translation”Should we tread a careful boundary, eschew-
ing dances (like David's) which might evoke ecstasy at the
expense of the logic that liberals so admire? Should these
aesthetic questions be discussed at all, when taking into
consideration that most of the dancers are volunteers, and
the community is beloved?

In his preface to The Holy in Art, Gerhardus van der
Leeuw writes: “Whoever talks about religion and art comes
in contact with two sorts of people: Christians of the most
varied stamp and connoisseurs of art. Both are difficult to
get along with.”! Difficult or not, I would like to concern

" myself for the remainder of this article with worship (and
some Unitarian attitudes toward worship), what dance is
and how it speaks to us, and dance and worship and why
they belong together.

Attitudes toward Worship
Before struggling once again to define the relationship
between the art of worship and the art of dance in the

76»‘ |
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3 & i 5
“Invocation” performed at the Unitarian Cburth
of Arlington, Virginia \,

liberal church, I wanted to learn what worship meant to a
cross-section of laypersons. The Unitarians I consulte
firmly believed that reason and truth n 1ts diverse forms
are entirely compauble with religion, and with relxg‘uus
faith as they uphold 1t, and 1t, them. Many indicated that
they came tu théir liberal positiun after an intense intellec-
tual struggle with orthoduxy. It led them to ask no less of
their religious faith than they ask of seculay intellectual and
aesthetic disciplines. In short, they possessed a determuna-
tion tO pursue truth, to commit themselves to the ethical
diménsion of their lives, and to nsist that seekers, like
themselves, whatever their theological persuasion, be
welcomed within their religious community. The spirit of
the Enlightenment with its emphasis on tolerance, reason,
and Biblical cniticism, my informants told me, 1s as strong
in Unitarian churches today as when the religious 1deas of
William Ellery Channing, Ralph Waldo Emerson, and
Henry Ware swept the New England Congregational
Churches of the 1820s and carried them into the Unitarian
fold. . : .
* Liturgical embellishments associated with “high™ Prot-
estantism, e.g , the chants, prayers, choral responses, and
interactive ceremony between minister and congregation,
wvere never integral to the spare Protestantism of the Puri-
tans from whose roots Congrggationalism sprang. On the
other hand, neither is liturgy, in its root meaning, “the
work ofthe people,” foreign to the liberal Protestant tradi-
tion What has remained, however, miglit be characterized
' . ]
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by an artless simplicity. the congregational hymns, respon-
sive readings, and stra‘ightf()rwilrd traditions peculiar to
individual churches. Thus when on8vespondent cited his
requirement for a “clean service,” simple and direct, with
the emphasis on the sermonic spoken word, I was not
surprised When another indicated the need for religious
services capable of “celebrating the inherent diversity i
liberal thought” (emphasizing the intellectial mode),
without “pulling congregants by the heels into some un-
controlled religious experience” (negating the affective
mode), I was not surpnised.. \

The congregational autonomy of liberal con-
gregationally-governed churcl;es guarantees both
their particularism and their openness. It does not guaran-

'

_ tee a structure in which community-affirming religious

beliefs are articulated through the music and actions of
liturgy, through forms which bridge belief and feeling
Is litur%{al dance possible in thi$ context? Insofar as

P
daWce, likd any variable element of the act of worship, is
indeed the *work of the people” of a gathered community,
I'would hold the answer to be yes. The parameters of that
“work” are elastic, its meaning vanable, unlike “work™ n a
church community whose liturgical worship points ex-
plicitly to its belief system. There are two dilemmas: in this
context, dance in .worship cannot as easily build on
commonly-held belefs effected through liturgical forms,
the function of dance, and any art in a tradition so heavily
weighted toward reason, must be examined, even “in-
vented,” within the particular worship service in which it
becomes a part.

Howard Nemerov has written of “the tears which clarify
the eye toward charity "2 What / look for 1in a church
service is that something which “clarifies my eye” to0. A
confrontational period of meditation-silence-prayer often
does this, precisely because itasks that the congregation
do something with their own thoughts and feelings, not as
passive listener-observers, but as acuve participants It
engages A second element can engage the congregation
in a simple “choreography * At the Unitarian Church of
Arlington, Virginia, we take a few moments to reach out, to
extend a hand to greet persons on either side, to the front
and behind us. The invitation is not to anticipate the coffee
hour, which most liberal religionists would agree is cer-
tainly a Unitarian’ ritual, but to anticipate in the, out-
stretched hand, the community we would become.
Merleau-Ponty calls this’phenomenon “an intentional arc ™
“Our intentions,” he writes, “find their natural clothing or’
their embodiment in movements and are expressed in
them.™ 4 !

While reachiné out \o grasb the hand of another doesn't

. giveitself to Dionysian abandun, even this modest exer-

cise suggests that liberals want to break through the bar-

. L4
niers of isvlation with which all of us_shield ourselves,

perhaps even ty break through to sume emotinal qual-
ities which have elfded us. Cleaving as we have to the
Apollonian virtues of rationality, ethical judgment, and
restraint, we have tended to cutoul the Dionysian ones
(ecstasy, transformation through gxcitement, and danc-

’
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" ing) We have eliminated, as Marmnne thks points, ou)
"those qualities through which one “enters into another
body, another character —(able) to see the god ™
Appealing to these mntrah'\ Apollonian and Dionystan
ideas may seem indirect but there is a dialectic at W(\
here which we wha celebrate the Apollonian virtues only
ignore at our peril The thesis, examined in Nietzsche's
early essay, The Birth of Tragedy and the Geneology of
Morals, argues that classical tragedy 15 born of the mare
riage of Dionysjan and Apollonian elements, and that
tragedy dies when the union is dissolved.® Whehn later .
Greek dramatists auempted to extract the so-called irra-
tiopdl elements, and tried to make everything understand-
le, Nietzsche suggests, the poetry, the art, the drama «
degenerated He writes, “Because you had abandoned
Dionysus, Apollo abandoned vou.” I interpret this to
mean that the stately, ordered movement of Apollo stands
- in ténsion with the Dionysian mood, the breaking through
Tooof order Without that tenston, the dynamic center dissi-
‘pates Even Emerson rematked of the attempt to devise
rituals for the post-French Revolution religion-of-reason
that it was all “pasteboard and fijigree.””

>

.

How Does Dance Speak to Us? -

The compelling reason for dance in worship, in both its -
Apollonian careful measure and countermeasure and its
Dionysian excitement, is the reappropriation of feeling.
This is not to ignore the powerful capacity of music,
poetry, and sermons in affecting us. Dance gives presence
as no other art can.l would not have us divorce reason
from worship'in the liberal church, butto enhance the
marriage through dialogue with other modes.

What of the art of dance? How does .it speak to us, and

- what s it really? Dance opens up one more avenue to
knowing and feeling: Its symbolic language eschews ver-
bal translation, it defies. as music does, the constraints of
language. When tve become attuned to the symbolic lan-
guage of dance, we become fluent 1n a sensitivity which
does, however, translate to our everyday lives. Gertrude
Stein once said, “I like to go to museuths, 1 like to look out

~ - the windows ™ Of darice we might paraphrase, "1 like to

.
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- watch dances; [ like to move out into the world.”

Even without a sophisticated dancedliteracy, congre-
gations have direct access 1o dance, as they do to music.
The dancer Pauline Kroner speaks of dance communica-
tion as meldmg subjective and objective experience, and
adds, "“We (dancers) idenufy with the receiver (the
audience/congregation) and the receiver with us . ., be-! |
cause that person has the identical instrument we have: the
body. The body sends a message from a giving muscletoa
receiving muscle, the spirit sends 4 current of emotion to

" regeiving emotion,”™

Even without the communicative power of dance,
choreogmpher Erick Hawkins has written that dance

oyement, being in and for itself “yields that strangé and

’-ﬁ(‘)’iﬁ(mcr which is the only thing we know about being
alive its significant purpose is to fill the audxeince with

7.
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wonder and delight . .. P valuable than anything in the
world.™® In worship, the dance nught well be the per-
fect Whitmanesque expression. As van der Leeuw puts 1t
“The dance is the natural expression of the'man who 1s just
ds conscious of his body as he is of his aoul.“In the dance
the boundanies between body and soul are.effaced The
body moves wself spiritually and the spinit, bodily. 1t
In dance, what we see 15 what we get. So what 15 1t we

see? We sce dance, Suzanne K. Langer writes, through the .

dynqmic 1mage that 1t creates. “In watching a collecuve
dance one does not see people running around; one sees
the dance drivi ing this way, drawn this way, gathering here,

. spreading there —fleeing, resting, nsing, and so forth, and

all the motion seems to spring from powers beyon the
performers. In a pas de dewsx the dancers appear to mag-
netize each other—thé relation is more than a spaual one,
it is a relation of forces.. dance forces, virtual powers.”

She adds: “The prototype of these purely apparent eney-
gies ... is the subjective experience of vohtion and free
eherg\ and of reluctance to atien and compelling wills,

“The consciousness of life—the sense of vital power, even

of the power to receive impressions, apprehend the envi-
ronment, and meet changes—is our most immediate
self-consciousnéss.”'12 ’

-

Dance in Worship
Do dance and worshlp belong together’ That “con-
sciousness of life,” or “vital power,” of * volmon and

“Invocation” petformed at the Unitarian Cburcb
of Arlington,

Pbotograpb by David Tilson
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countervolition, 15 one sought elemeng in o semce of
~worshup Through it und as 4 result of it, we want to be
turned around We do not want to depart in the same Wy
that we arrived What we ask, and are willing to pamupate
n, is a change of heart, a4 new inclination of the heart,
mind, and will. @ -
Each art form®has the | powerto affirm —1n Robert Coles

words, “the thoughtful reveries of peuple w ho struggle for
coherence, vision, a4 sense of what obtains in the

¢ world "3 T regret that Coles omitted passion, the Diony -

sian element in art aJso can move us into that struggle for
what obtains i the worid by breaking through mere or-
dér, stagnation, and even repression. “Passion.” opens the
possibility of being sublect to overwhelming forces, and
thus, even to suffering. But when that suffering is shared,
when ttis suffering with, it becomes compassion People
often commegpt that dunce in church moves them to tears.
Do we weep for vursehves or for uthers—or is 1t both, 1n
recognition of our common passions? Howard Nemekov
says 1t much better than [ can:

That there. should be much goodness ni the world,/
kindness and intelligerice, candor and charm,; und

* that it all goes down in the dust dfter a while,/ thisisa
stubject for the steadiest meditation/ of the beart and
nund, as for the tear\/ that clanﬁ the eye toward
charity ' ® -

The melding of any two arts, such as worship and dance,

15 atself an art, requiring sensitivity, cooperat and a4
peppering of spontaneity. I the worship comnce
can affect 1n heart and mind some new vision, a vision of a
moment, a vision that turns us around. The sourgg of the
vision is both in the dance and within us. What is articu-
lated and revealed through dance residsg in part within
the repleteness of its symbolization. The other part resides
within'us —our responding muscles and fuending hearts.
The meaning is completed within us at the moment the .
moving form of the dance reyverberates against our own
unique experience and thought. Th_ls“can be a” potent
meaning, for as Martha Graham reminds us, “Dance is the
symbol for the performance of living.”*s But before the
performance of dance, as every dancer knows, or the
rmance of living, as we live to learn, comes practice.
hrough practice that each of us, in Miss Graham’s
becomes in some area “an athlete of God.”*®

1
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Not lung ago I found Martha Graham sitting alone m a
hotel lobby after a performance. I wanted to thanh her for
thuse "moments” that her choreographic gemus had
credted, and—not inadentally —to confess that 1 had
been her student. On the far side of 80 she sat, enveloped
in clouds of chiffon, fragile, musing. "Ummm.. Barbara
Kres 7 Among the thousands [ was, alas, not a4 vivid
memony Then she sn)lled. “But I'm sure,” she sad,
sure I'd recognize you 1n a leotard.” Akindness and 4 truth
For as Graham has said, “the body does not he.” It 1s
mportant that we dance in church, It 1s mportant that we
bring this truth Nnto our midst.
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Dance as Worsbzp

Jerry Bywaters Cochran -

¢

little over ten years aéo, a young ministér asked me
to dance in a worship service We had both been in
A school in New York City (he at Union Theological
Seminary and I at Juilliard) in the days when those two
institutions were across the street from each other. He was
studying to be a minister and I, a dancer My only concern
with his request was whether I, a fallible human being, a
searching, struggling Christian, a sinner, should dance in a
church? Would my body serve as a vessel to convey the
Word of God? The minister assured me by saying, “If we
gave into that concern, there would certajnly be no dance
in churches, and probably no music, no preaching, and no
congregation as well.”

As T have danced and choreographed for worshxp ser-
vices many times sincé this -first request I have'grown
increasingly grateful to God for allowing me to pray in
church through dance. [ believe that dance can serve as a
prayer for the dancer and I often think Of Paul’s sacrifice,
holy and acceptable to God.” Prayer in dance must not be
limited to the expression of the dancer however. Dance in
church must communicate for and to those who watch.
Both the needs of the dancer in prayer and the needs of the
congregauon who are the audience and Worshxppers must
both be addressed. .

In retrospect, that first invitation to dance in church
forced me to search for thispmtual and technical re-
sources I had not thought could be used in this way.
Though I had not any specialized training to prepare me

for this moment, I soon found that muth of what had
passed for “secular™ dance training was now of use to me. I
" thought back to many of my dance teachers, in particular
- Ruth St. Denis, Martha Graham, and José Limon, all of
whom have produced notable choreography qn religious—
themes. I called on my own experiences in church as a
child, on college courses in tehgxon and most notably, in
the lectures of theologian Paul Tillich, who was particu-
” larljinterested in the relationships between rehgxon and
art. With all of this, I began to view dance as an earthly
trinity, joining body, mind, and spirit, impelling me to a
greater understanding of the Word. This understanding
“allowed me to go straight to the spiritual significance of
man in relationto God, not just by hearingthe message but
by experiencing it. T realized that it was Iong before danc-
ing in church that the undersmndmg had begun to grow.

. . .

Each time I dance in church, T try to open ty mund, my
body, and my soul to the_conversion significance of my
faith. I hope that my mind, the body, and the soul of the
congregation can likewise be opened.

The total individual negds to express his worship-of God *
. with his total'being. Such basic themes as the differences

between activity and passivity, strength and weakness, ten-
sion and relaxation, disease and grace, are more easily
learned from bodily movement than 1n any other way.
Certain emotions are-difficult to fully comprehend without
motion. Perhaps the sparcity of joy in contemporary hife 1s
related t0 the loss of dance as a-primary means for the
education and articulation of values. That dance is a natural
vehicle for religious expression is clear to the dancer for as

Pbotograph by Helmut Grunowski
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he works w train and perfect the budy, he becomes -+ tu me as a dancer and choreographer Tam always in mind

creasingly aware of the miracle of God's creation One
need not be 4 trained dancer to have this experience.
When a worshipper kneels and clasps his hands in prayer
there 15 adance, 4 simple dance but a dance in the broadest
sense of the word. In this sense it can be truly be said that
dance never reilly left the church. —

Now that dance 1s coming back 1nto the Western Chris-
tian church, I am thankful that this opportunity is available

o
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that the physical juxtapuosition of Julliard and the Union

Theological Seminary, which seemed of nu parucular -

terest to me when 1 was in school, ultimately played a part

in bringing me to rehigious dance. The words of the Psal- _

must have a deeper meaning for me. .
Praise Him with timbrel and dance; |
Let everything that bredthes praise the Lord'
Praise the Lord!
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ur worship and the arts that serve that worship
must show an understanding ofthe unity and the
salvation of the wholeness of the body and soul.

The art of mpvement, whether if'be the ritual gesture of *
ministers and people or the creative work of trained litur-
gical dancets, is the art which most profoundly cultivates
and demonstrates the reality of the redemption of the
whole person. In the twelfth chapter of his letter to Ro-
mans, St. Paul exhorts believers to offer their “bodies as a
living sacrifice, acceptable to God” in their spiritualewor-
ship. In the earliest centuries of Christianity, gesture and
dance were integral parts of worship. Gradually however,
dance was discouraged and even banned by the Church
" which came to honor intellectual and spiritual agpects of
the human person and to distrust the phySical and emo-

_ tional ones. . -

Protestant churches began experiencing the return of
liturgical or sacred danceto wdrship in 1925! Since Vatican
11, the Catholic Church has produced some documents
which guide the reintroduction of liturgical dance. The
mgst notable of these documents is the American Bishops’
Environmentand Art in Gatholic Worship, which stites that
“processions and interpretations through bodily move-"
ment (dance) can become meaningful parts of the liturgi-
cal gelebration if.done by truly competent persons in'the
manner that befits the total liturgical action.”

Although many forms of dance are available and could
be usedto present religious themes, the theology of Chris-
tianity cdlls its dance artists beyond these forms. A Chris-
tian art of dance calls for movement which is created ithe

" body-mind-spirit unity -of the daricer. "Performing con-
ventional steps or roytines by.memory while placing reli-
gious meaning upon them like some “outer garment” is
not sufficient. The outer form of the dance must grow out
of the inner feelings of the dancer. No false or limited
vocabulary of “dance movement” will do. The new Chris-
tian art of dance must arise from the natural, God-given
language of movement and should be as limitless in its
vocabulary as the God of whoom it speaks is limitless, The

“¢reators of this kind of dance must draw the form of their
dance from their own feelings and faith rather than imitat-

+-“*4ing the forms of theatrical or show dante; This is easy

" bécause their art is a gift from.God and readily

A
.

available—a natural, free movement of the human f)ody

united with mind and spirit3 * )

One might argue that technique or discipline could
suffer from sich an approach.” If the Christian dancer
desires to offer his or her body as an instrument of expres-
sion, then every part of that instrumént must be strong and
alive and capable of its full range of movement within the
limitations of the dancer’s temperament and bod struc-
ture. That takes work. If the liturgical dancer wishes to

speak in the language of movement of his experiencesofa .

limitless God, then continuous exploration of new move-
ment possibilitiés is required. That is a soul-searching as
well as a body-aching discipline that pever.'ends.

Phbotograph by Helmut Grunowski
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- Liturgical dancers need to be well-trained 1n the disa-
plines of liturgy as well as in the disciplines of their art in,
order that each dance presented “befits the total liturgical
action " Dances 10 be offered during a liturgical celebra-
tion nee'ﬂ not only be of the highest possible craftsman-
ship of movement and meaning, but must also serve the
liturgical action and be appropriate to the community.
Chmu.m dzgncers have, at this point 1n hstory, an oppor-
tunity to affect both the Church and the wosld of dance. In
this way, challenges of breaking through the barriers of
conventivnal appruaches w dance and through the bar-
riers of objections 1o dance 1n the liturgy can be met
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[—Nor vears there has been some sense of controversy
Fover the traiming of the sacred dancer The first
conflict seemed to be “to train or not to train?” This
conflict seems to have been resolved, at least for the
majoruy of those involved n this expression of faith. If not
overwhelmingly, at lea.s’eubsmnuaﬂy, we seem to a.éree
that training 15 necessary if we want a product that will
communicate to anvone bevond ourselves
The issue now seems to be "how to tggin ~ Should the
sacred dancer have modern dance training, ballet training,
or jazz? No dancer today cdn be sausfied with learning any
one technique So 1t 1s with the sacred dancer who must
explore and become proficienit in many forms of dance if
he is to truly-communicate the message which he has 1o
share We mustbe concerned with thetraining of the body,
the mind, and the spirit if we are to produce dancers who
can express their fagth with the dances they dance and the
Iives they live ~ .o .
Since my own orientation to dance began, with

-

ballet

training, I wall expand on this type of traifing'and what it *

has to offer’the sacred dancer Although ballet is one of the
most disciphned of art forms. through its very nature, it
- leads to freedom. The discipline of 4tudy results in. free-
dom to iise knowledge in'new and creative ways. The truly
disciplined artist 1s the one who is readyto make use of his

) imagination and communicate the message he would

share ina clear, exciting, and valid piece of work. ~

+ I'have heard it said that “preay poses™ have nothing to
say aboutdife and sacred dance is.about life
sacred dancers should study ballet. I can accept the fact
that pretty poses have nothing to say about life, but the
-dancer well-trained in ballet will a difficult time identifving
the art of ballet with “preny poses.” The strengthi and
polish of the ballet dancer is not anaccident. but builtinto
the discipline of the training. \
of the sacred dance that I have observed is'its fack of
energy The impact.of the dance does not reach much
beyond the fitst pew Much of the congregation is thus left
unteuched I have witnessed this in my own group when
what I thought was a “good dance” left me absolutely cold
when I waiched it during the service from the balcony. It
sent me back to the.studio to analyze the problem. The
source of energy is within the dancer The dancer must

-«

as.It Relates 10

.. theréfore, .

Oée of the greatest weaknesses that I have noticed in
. mu

R ¥
Ballet Trainiric
Sacred Darnce

Suanne F'ergpson

’

discover the control of enérgy whieh comes from under-
standing gppositional forces in the body. For example, we
mdy look at the first exercise of the ballet barre, the plie
The bending of the knees is a movement which obviously

* takes the body down, but when correctly executed, the *

pull of the body 1s up. It is tne of the.smost difficult but most

important concepts that a teacher must reveal to his/her

student 1n the training process. that is, that the student
must learn to make use of all the oppositional forces in the

" body which will then result in the control of energy
Perhaps it 1s difficult to understand what this instruction
about oppositional pull in the phé kas to do with sacred
dance that communicates beyond the first pew. Actually, it
has everything to do with it because new life is breathed

. into a geak performance without any alteration to the
-choréography. It 15 a matter of controlling energy. It is
actually the energy that communicates.

Ballet technique can also be beneficial in clarifving the
line of each individual dancer so that the focus is more
iefined and thereby' the message clarified and

rengthened. The problem of focus 1s a pgoblem of use of
the body, the focus of the entire body, or line. There is
ceruainly no oge easy lesson appraach to applying ballet
concepts of ling to sacred dance. It means working with
this approach ofer a period of tifne before the influence is
observed in oug dances and our dancers. ’

v

I discovered this quite by accident. In my earl} )gs‘ of

teaching sacred dance, { purposely avoided the ballet class.

The people with whom [ wag working had very little

formial training and rather than inumidate them, [ avoided
the classical approach, Then as more trast was manijfested,
I felt that T had more to offer n ballet and | began 10
intoduce moré and more into the training. The results
surprised even me:
came much clérer. and the dancers with even the least
amount of traming began to lock—"trained.” The added
bonus was that the dances were, clarified. I knéw thisaiot
only by observing them myself, but by the response we
began to receive from our congregstson. People began to
comment on how much the dancé meant to them and how
much they could relate to the dance nstead of how
“prety” the dancers 3n‘c‘i the dance were.

In summary, we must'train the sacred dancer. The stugly
of line, focus, and monvation can energize, clarify, and

.
.
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lend purpose to movement. All forms of dance discpline  * turn, we can more adequately express pur faith through™™
are important and the more we can intdrporate into the the art of dance. . v ‘
tgining, the better will the vocabulary of the dancer be. In

.
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*spects of introducing dance into contemporary
Catholic liturgy which must be considered include
the discovery, of the most practical and appropriate

locations.to include the dance, introduction gf the dance
experience to include congregational movegiem, and ex-
perimentation with accompaniment Thus chapter, then,
will sequentially deal with these three aspects through the
purposes of the four disions of the Mass. Introductory
Rutes: Liturgy of the Word. Liturgy of the Eucharist, Con-
cluding Rite ' These guidelines may be expanded to in-
clude ritualisuc celebrations in other denommauons
where such an order of worship isalso prescribed. The
placement of~dance/movement in a panicular section,
however, will naturally give emphasis to that section, and
care must be exercised to assure that the emphasis is
acceptable to that particular liturgy Therefore, even
though the general theme of all Eucharistic liturgies is
thanksgiving, there are times when that thanksgiving may
be emphasized through penitence, reconciliation, quiet
jov. or exhuberant celebration, and further tempered by,
the prescribed. danh readings.

“Within the Introductom Rites of Entrance, Penitential
Rite, Kyrie, and Glona_ the easiest place to introduce dance
by a dance company or chdjr is through t I;Le Edtrance or

. Pr(x:&suonal This gatheringkong, when accented by dan-
-cers"and rhythmical and cele
aisles, stressés unity and equalm .at‘dong all wom'hlpers
clergy and laity alike Schutte’s “Moutntins4nd Hills” and
Ducote’s <mg out His Goodness” are good c'hox,ces espe-
cmllv when accorapartied by congregational singing. In
" “this way, all are pamcxpants there are no observers..

Whenthe Gloriaissung. its forcefulriess and ma;est\ can
be enhanced throughdance “Gloria of the Bells” by Pelo-
qum and Fole\-s “Glory fo God™ both conuain repetitive

" lipes which gne opportunity for congregaponal as well as
cheir singing’ Both afford” opportunities "fof dance 10 un-
‘ison and in harmony

) groWs in inténsity and the secony i is intense and | ma;esuc
throughout.- » = ** -

1 The Kyrie and Penitential Rite are often overlooked as
» possibilities for dance. but when they pclude the congre-
gation in a simplé movement or gesture at the same time
that the dancers perform. the¥ can intefisify the feeling

Q -

it movement through the <

‘o
-

even though the first is light and-

o 22
o A Practical Guide
1o Dcmce in Catholic Liturgy
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Virginia B. Shuker

behind “Lord, have fnercy.” It can assist 1n acknowledging
failures and shorntcomings if the congregation kneels or
turns away from the altar While etrors of omission are
" read. At times a Penitenual Rite may be especially written.
to coordinate and emphasize the importance of cleansmg

. the ‘heart and mind before coming to the Scripture

readings."Here the trained dancers may embody the words
to provide even deeper understanding.?

The Liturgy of the Word offers numerous possibilities
for dance,
New Testament readings and even the Gospel may be
danced as long as the dance clarifies, deepens, or sheds

)
snew insight on the written and spoken Word,_These may - -

be performed in a number of ways. The lector may read gs
accompaniment to the.dance, the lector may redd the
entire text and have the dance follow, or the lecto may
read a short segment followed by the dancer dancing the
same segment and freezing in a meaningful pose as the
-reading progresses, alternating word and dance 1o tts con-
clusion. If the Gospel reading is readily remembered, such
* as the storiies of the Prodigal Son or the Good Samaritan,
_ ddnaing the Gospel Allelura, especially with candles or
" lanterns to emphasize Scripture as the |llummat|on of
God’s Word, is appropriate.

The Responsorial Psalm 1s also an excellent place to
include’damce berween Old and New Testament readings.
_By“its pitle, the.Psalmbs a response to the Old Testament
r&ad,mg and it$purpose 1s to vocally involve the congrega-
tion in singing or c¢hanting. If the response 1s sung, the
gongregation may sing the refrain while a group of dan-
cers dance, when the solo singer sings the verse, the §dlo
dancer may interpret it.* Often, also, the congregation can -
‘be mught a simple gesture as ackompaniment to the re-
fmxm“f&é&r\eachmg out and clasping the hand of the
person on etther side while singing the refrain to Ducote s

“Be Nof Afraid” or simply hfung the arms from a resting
poSition in the lap to an open position overhead to the
refrain of "I Lifs'Cp My Soul” by Manion can be evidence of

“one’s openness 10 God and humanity.

The other areas within the Liturgy of the Word where
" dance 1s not widely used but which have enormous:- -poten-
ual are at the Homuly, the Profession of Faith or Creed, and

innirig with the scriptural aspects, Oldand  —

&

the General Intercessions or Prayer of the Faithful. Thg 87’




Homuly, the practucal apphcauon of the Scripture readings,
may be enhanced by dance at its beginmng or concluston.
On some btcasions 1t can be replaced entirely by the
dance, the nomverbal communication can Have an impact
far greater than words, particularly when the readings
thémselvés are fengehy Owens” He Came m Love” and
Carter’s ‘Lord uf the Bance” both degl in different musical
styles with the hgnh,‘ hife, death. and resurrection, and can
beused in hturgies geared to young adults ur to the entire
wngregation respectinely, especnlly during Advent or
Lent when the fULlls 15 un mternal and external prepara-
ton Instead of mc:v,h.lmull\ repeating words of the Creed,
dancers may nove to it by comung from the congregation
tu the altar then ulumately connecung with one another
dnd serung as a visual samman of the prodaimed fauth
The General Intercessiuns, by contrast. could imolve the
congregation 1in movemént At the response, which 1s of-
ten, "Lord. hear vur prayer,” the congrégation could move
from a standing posttion to stretching the arms wide, from.
there to hiting them upward. and from there to adeep bow
while holdinghands This senves as avisual and kinesthetic
gxperience of the fathfuls support of each uther thmu;,h
community
The first p.m of thc Liturgy of the Euchanst, the Offer-

tony, 15 anuther natural place to include dance The gifts of

the peuple which they have recdpsed from God are now -

. bruyught back to Him in thankfulness These gifts may be
ssmbohe of the theme of the Lityrgy  Tokens »f heualing
such as stethuscopes. medication. yr books can Be brought
formard by ducturs. nurses, ur counselors who work inthe
healing professtons w hen wholeness 15 emphasized dur-
ing Advent, signs of vanous voucations may be offered when
committment tu vocations 15 celebrated, balloons may be
presented un Pentecost. the birthday of the Church. for a
festive atmosphere All offerings are approprigte when
they dare cunnected with t{::.: theme At other umes the
actual bread and wine to be consecrated as well as the
wheat and grapes from wiich they are made can be of

‘fered These gifts are emphuasized through sung music
such as Joncas “Our Blessing Clp™ ur Cothran’s lynics for

’ “Planted Wheat” to the tr:\diuunal Hebrew ‘l'Ha.sh'u.nl b
However. sometimes instrumentat classics such s Vival

‘ dr's “Winter” from “The Four Seasons” or geh’s Jesu. Joy

of Man’s Desiring” impart even more intense emphasis on

¢ the gfts and help the worshiper to more fully appreciate
them

TheSehetus or Holy, Holy. Hobv.isan cxellenl place for

congregationalénuyement Simple gestures of reaghing up

and out. holdingthe hands wf thuse on either side. bowing.

- then lifung arms again upward-¢an be combined accord-

_ing to the musical vegsion being sung This gives acknow

I;?dgmenm)them;rk of Godinevénday hfe Likewise. the
Mysten ofsFaithy 1 any of fts forms. a1y be maved to by
dances or congreganon as an 8penihg to the awareness of
the unseeen yet believed Even the Eucharistic \men 15
intensified thrgugh congregational movement and the “so

’ peais strengthiened " .

Also within the Luurgy of the Euchanst. the enure,

Communion Rite from the Lord’s Praver to the pign of

.

°-

ERIC. - . . Ny A

Peace, Lamb of Gud, and Commumon Meditation offgr
pussibilities for muvement. A senies of repetitive move-

ments by the congregation to the Lord’s Praver® or an
antiphunal readingof the'tent dccompanted by dance™will
fuster greater concentration of the méaning of the praver
for dancers and congregation ahke The handshahe OF ks
aethe Sign of Peace and crossing the arms over the breast 4t
the Lumb of Gud are addimonal gestures which focus on
the meaning of reaching out and looking in, respectively
The silence dafter Communion may be broken by the dan-
cers movement meditation to Landn's Lay Your Hands
ur readings .of "Chaldren Learn What Théy Live or  De-
siderats ™ Dancing the meditation tO music wathout hrics
such as Puchelbel’s "Canonin D" ur Sor's " Estudio Yu 5
can change the tone from one’of quret meditation t6 hne of
glorious celebration emph.l.smng the strem.,the ing ef-
fects of Communion i B
The Condluding Rite bids the cungregation, now
strengthened by wmmun‘ft} celebration, 18 go wut into the
larger community o do good works and to praise and
bless the Lord in all aspects of daily hfe Generally the
concluding hymn 1 strong and strughtforsard. lending
wself 10'%he tripudium step which moves three steps for-

ward then one backward. and<indicating the ongoing |

progress of Chnstianity in the face of uecastonal setbacks.
ot W a modified versiun of the African high-hife. stepping
right. tumhnng left at heel of nght, behind. at heel again.
then stepping s leftto repedt the sequence which repeatedly
alternates with rthythmic fout stomping 7 Etthert step works
well to the contemporanry « Mountains May Fall by Schutte
or the the Black Spintuab Amen. or even to the tradi-
tonal Jovful. Juyful, We Adore Thee, Vin Dvke.s adapta-
tion of Beethoven's "Hymnto joy.’ -

The abure guidehines suggest logical places to include

dance. and a first unly one segment uf the Mass should be

danced The ¢ongregation should be left wanting more.
Gradually one may include both d major work and a minor
one such av the Offerton Procession and the* Gospel Al
lelua og the Mystery of Faith acclamation In 4 lnturg\
which celebrates a majur feast such as Easter. Christmas, or
Pentecost, mure than one major segment may ‘be danced.
¢ 8. the Processional, Responsonial Psalm. and Offerton
Some of the other con®regauonal mavement sections
such as the Sanctus. Lord's Prayer. ard Rite of Peace. may
gradually be incorporated into the communigt s weehly
hturgies and on special pccasions may be emphasized by
their omission Oceasionally hturgy will cater to a speal
group. when the cungregation » pnimanly composed of
dancers. sipgers. and musicians. many of the sections of
the Mass may be danced : \
Dance wgll become an integral part of the ntualistic
liturgy of the Catholic Churche not just enhancement for
maor celebrations, when both hiturgist and dancer study
edch other S craft and fiave the sensitmany o understand 1ts

proper placement and execution Both placement and *

execution need to be well-planned and revised when
necessary  In"this way: performance " of good dancing
litirgy, and goodaliturgical dance will ginve shape to the
celehratign This heightened awareness of the interde-
. .
. g "

A ] . .




e " . .
- pendence of the two elements will then enliven the ex:
Rression and communication of the sacred from God 0
humamty and from humanity to God.

. .
' .

Footnotes

’ 'Celebrating the Encharist, Collegeville, MN  The Liurgical
Press, 198F.

*Moynihan, Michael E S J Embodied Prayer Kansas City, MO
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Douglas Adams 1s Associate Professor at Paaific School
of Religion 1n Berkeley, Californa and serves on the doc-
toral faculty in theology and dance at the Graduate

Theolpgical Union. Georganna Ballif Arrington 15 assocr- -

ated with the Dance Program at Brigham Young Uni iversity
in Provo, Utah. Barbara Kres Beach 1s Managing Editor of
.the Journal of Physical Education, Recreation and Dance
for AAHPERD 1n Reston, Virginia. Lynn Matluck Brooks 1s
Assistant Professor at Temple Unwversity in Philadelphia,
Pennsylvania. Laraine Catmull 1s 2 dance historian resid-
ing 1 California. /da F. Chadwick 1s an Associate Professor
in the School of Education at Florida International Univer-
sity 1 Miarm. Jerry Bywaters Cochran 1s Associate Profes-
sor and Head of the Modern Dance Program at Texas
Christian University, Fort Worth. Fr. EdmundT. Coppinger
15 Pastor of the Holy Name of Jesus Cathohc Church 1n
Pocomoke City, Maryland. Carolyrt Deitering 15 a free-
Jlance liturgical danct artist who lives 1n Tucson, Arizona.
Carla De Sola 1s Director of thd Omega Liturgical Dance
. Company of the Cathedral Churchof St. John the Divine 1n

New York City. Denrus Fallon 1s President of the National
Dance Association for the 1982-83 term. He 1s Associate
Professor of Physical Eduggtion at the University of Mis-
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souri in St. Louis. Suanne Ferguson is Past Director of the
dance minstry at Vestavia Hills United Methodist Church
in Birmingham, Alabama and Past Director of the Em-
manuel Dance Company. Marina Herrera is a consultant
for Intercultual Communications in Washington, D C
Judith Brin Ingber is an instructor at the Metropolitan State
University in Minneapolis, Minnesota. Elly Murphy is the
Editonial Director of McGrath Publications in Falls Chrch,
Virginia. Diane Milban Pruet! is Director of the Dance
Education program at the University of Miami, Florida.
Judith Rock is a United Presbyterian clergywoman and
artistic director of the Body and Soul Dagce Company in
Berkeley, California. Nancy Brooks Schmitz is Associate
Professor of Drama/Dance at the University of Montana in
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